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CAPEZIO!”’ 
oy “I see CAPEZIOS just everywhere on TV. Bambi Linn and 


— ‘Rod Alexander. and almost all the dancers wear them. That’s because television 
costume designers and choreographers know..‘there’s nothing better 
than the best. If you’re like me, and your stardom’s still in 


the stars -remember, as teacher says, most of the stars are in CAPEZF€ 


. New York * Boston + Chicago + Los Angeles . Hollywood + San Francisco « San Mateo + Montrev! 


= (24 Write today for your 1955 Catalog. The. most complete line of dance footwear ani 
____ accessories ever. Address Capezio, 1612 Broadway, Dept. DM355, New York 19, N. ¥. 
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NEWS of Dance and Dancers 


BRAVO, STATE DEPARTMENT 


‘Salute to France,” a State Department— 
ANTA planned series of programs of 
American music, drama and dance, will 
be presented in Paris during the month of 
June. It will include a week of perform- 
ances, June 8-15 by the N.Y.C. Ballet which 
will be in Europe from April 3 thru June. 
Following the recent official So. Amer- 
ican tour of Jose Limon & Co., this seems 
to indicate a gratifying new attitude of 
our State Dept. towards the dance. 

Limon & Co. in “Moor’s Pavane” and 
Diana Adams and Andre Eglevsky in the 
“Nutcracker” pas de deux are scheduled 
to perform in the “Salute to France” gala 
dinner and ball at the Waldorf Astoria, 
Feb. 20. 


BALLET THEATRE AUGMENTS 

At press time the list was formidable 
and growing for Ballet Theatre’s guests 
and repertoire during its 15th Anniversary 
Season at the Metropolitan Opera House, 
from April 12-May 1. So far 20 former 
members of the company are scheduled to 
appear. And 24 ballets will be shown in 
the 27 performances! In addition to reg- 
ular members of the company, headed by 
Alicia Alonso and Igor Youskevitch, Nora 
Kaye, John Kriza and Erik Bruhn, guests 
to be seen include Alicia Markova, Anton 
Dolin, Nana Gollner, Hugh Laing, Mary 
Ellen Moylan and Tatiana Riabouchinska.. 
Viola Essen, Annabelle Lyon, Maria Karni- 
lova, Edward Caton, David Nillo, Donald 
Saddler, Muriel Bentley, Paula Lloyd, Sono 
Osato, Jenny Workman, Roy Fitzell, Yurek 
Lazowsky, James Mitchell and Nicholas 
Orloff. Antony Tudor, Agnes De Mille, 
David Lichine and Leonide Massine will 
supervise rehearsals of their respective 
works. | 
N.Y.C. BALLET 

Promoted to second billing for N.Y.C. 
Ballet's 16th N.Y. season are Carolyn 
George, Barbara Walczak, Barbara Fallis 
and Barbara Millberg. Heading the com- 
pany are Andre Eglevsky, Tanaquil Le- 
Clercq, Diana Adams, Patricia Wilde. 
Melissa Hayden, Jillana, Nicholas Magal- 
lanes, Francisco Moncion, Herbert Bliss, 
Todd Bolender, Roy Tobias and Jacques 
D’Amboise. “Roma” (Bizet-Balanchine) and 
“Pas de Trois (II) (Glinka-Balanchine) 
will be premiered during the current City 
Center season, which ends March 13. 


SADLER'’S WELLS | 
Sadler's Wells Ballet will have its 4th 
American tour next Fall, beginning with 
a 59 week season at the Met Opera House, 
according to impresario S. Hurok. The 
company is to be headed by Margot 
Fonteyn (now Mrs. Roberto Arias — see 
Pp. 13), Beryl Grey (who was on maternity 
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._ leave during the Co.'s last visit), Violetta 


Elvin, Rowena Jackson, Nadia Nerina, 
Michael Somes, John Field, Alexander 
Grant, John Hart, Alexis Rassine and 
Brian Shaw. New ballets to be announced. 


ROTHSCHILD FOUNDATION SEASON 


The Rothschild Foundation will once 
again sponsor a Festival of American 
Dance at a N.Y. theatre in late April or 
early May. Among those expected to 
appear: Martha Graham & Co., Jose Limon 


Co., Janet Collins, Daniel Nagrin. Ann 


Halprin, Peart Lang and Valerie Bettis. 


IN THE NEWS 

London Festival Ballet, scheduled for 
Bklyn Academy of Music Feb. 18 & 19 
(too late for review), returns to England 
soon after, unable to get a theatre for a 
B'way season. Anton Dolin remains for 
Ballet Theatre rehearsals ... The Nat'l 
Ballet of Canada (see article on p. 46), 
will present its full-length “Swan Lake” 
March 25 at the B’klyn Academy, and on 
March 26 the program will be “Coppelia,” 
“Lilac Garden” and “Offenbach in the 
Underworld.” 
~ Due to great successes in N. Y. and on 
tour, Ballets Espagnols Teresa and Luisillo 
can be expected back in N. Y. early next 
fall, according to tour manager D. Libidins. 
A performance at the B’klyn Academy, 
March 1 is a stop on their tour which ends 
in March when the Co. leaves for Europe 

The Paul Szilard Co. back from Japan, 
is reorganizing: Colette Marchand has re- 
turned to Paris and Marie Angelica has 
joined Ballet Theatre. Szilard leaves for 
Europe late Feb. to make arrangements 
for a European spring tour. 

Lincoln Kirstein has resigned as Man- 
aging Director of the City Center of Music 
and Drama, due to a disagreement in 
policy. He will, he has stated, devote 
more time to the N.Y.C. Ballet and to a 
new Shakespeare Theatre in Conn. 
Ann Hutchinson, who has been invited 
to teach Labanotation at the Sadler's 
Wells School in .London, is interested in 
launching a fund-raising campaign which 
will enable the Dance Notation Bureau 
to maintain a director in her absence 
from that post... Anita Avila, American 
dancer who has been working in Paris, 
died there on Jan. 9th. 

The delightful Ann Zane photos of Rich- 
ard Thomas, Jr. cn pages 42-45, are there 
thanks to the courtesy of Charm Maga- 
zine, to whom we are very grateful... 
The marriage of Trinidadian Geoffrey 
Holder and Carmen de Lavallade, former- 
ly leading dancer with the Lester Horton 
Co.; is scheduled for mid-Apr. Both are 
currently featured in B’way’s “House of 


Flowers.” Holder, in addition, was respon- 


sible for a one-man show of his painting 
at the Barone Gallery during Fed. ae 


EAR TO THE GROUND 

Martha Graham performed “Judith” in 
Dallas, Jan. 31 . . . John Butler divides his 
time between numerous television engage- 
ments; a B’klyn Academy program Mar. 16 
where his company will appear in ‘““Adven- 
ture,’ originally choreographed for the TV 
program of the same name; and the N_Y.C. 
Opera Co., where his dances will be fea- 
tured first in “Bourgeois Gentilhomme,” 
Feb. 26 . . . Paul Draper spent the week 
of Feb. 8 on the west coast performing in 
Santa Barbara, the U. of Ore. and Cheney, 
Washington .. . Don Farnworth and Mar- 
lene Dell began their 3rd annual tour Feb. 
7 lasting until March 2. 

Jerry Robbins has been readying the 
nat'l company of “Pajama Game” for tour 
. . . William Burdick, formerly with Ballet 
Theatre and Jean Erdman, joined the 
Limon Co. .. . 200 ex-Rockettes had a re- 
union at Radio City Music Hall, Jan. 18, 
to mark the 30th Anniv. of the precision 
dancing line. It is expected that eventu- 
ally nearly 1000 will join the nation-wide 
Alumnae Group, including some of the 
dancers who performed at the Paris Ex- 
position in 1937 at the invitation of the 
French Govt., where the Rockettes were 
awarded the Grand Prix. 

There'll be photographs in the April 
issue of the “Rudy” presentations to our 
TV Award Winners. (For those of you who 
haven't heard the nickname before, it's 
one that Samuel Lurie, coordinator of our 
TV Award project, coined. It is based, of 
course, on the name of DANCE Magazine’s 
publisher, Rudolf Orthwine. 


MORE EAR TO THE GROUND 

Zoya Leporsky will choreograph ‘Damn 
Yankee,” scheduled for B’way later this 
spring .. . Versailles Club revue choreog- 
rapher Tommy Wonder has added 3 num- 
bers, one of which features Anna Andre, 
Margaret Banks. and himself ... Fred 
Kelly will be choreographer at the soon 
to be reopened Diamond Horseshoe. 

Nelle Fisher celebrates this month 
ly an unequalled record 
1 TV performances since 
igher recently staged the 
Wille production of “The 
Victor Herbert Festival’ which began a 
12-week tour Jan. 10... Sophia Delza, 
currently on tour, appeared on Claire 
Mann's TV program Dec. 7, demonstrating 
dances from the Chinese Theatre. 

Les Ballets Negres de New York.cele- 
brates its first anniversary in April with the 
presentation of its first full-length ballet, 
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choreographed by Anthony Basse and 
based on the ara Allen ballad. The 
group performed as part of Orest Serg- 
ievsky’s Annual Dance Varieties at Car- 
negie Recital Hall, March 15 .. . the 
Dance Drama Co., headed by Emily 
Frankel and Mark Ryder; and including 
Marilyn Poudrier, Yvonne Brenner, David 
Gold and Howard White, set out on their 
first tour Feb. 17. They will travel thru the 
central states and return to N.Y. for 2 
' performances at the 92nd St..“Y” in April. 
Works for the Co. have been choreographed 
by Todd Bolender, Hadassah, Sophie 
Maslow and Charles Weidman. 
Doubleday—Garden City Books are the 
publishers of Thalia Mara’s “First Steps 
in Ballet” to be released March 10... 


TALENT SEARCH 
Internat’l “Who is Who in Music” herd 
announced a world wide search for a truly 
qualified Carmen — one who has mastery 
of 3 different techniques: acting, singing 
.-and dancing. The applicants must be from 
13. to 18, and a student of one of the above 
arts, and the winner will be given scholar- 
ships in each division at the school of her 
choice. Application may be made to Who 
‘is Who in Music, 30 LaSalle St., Chi 
“2, Ml. 
N.Y. CONCERT STAGE 
Talented Robert Joffrey, h 


(Schoenberg), and Falla’s “ 
Concerto,’’ which wil] be presented March 
24, at the 92nd "Y”. Heading the company of 
ten are Beatrice Tompkins, Gerald Arpino, 
Lillian Wellein, Jonathan Watts and Jac- 
quetta Kieth. Baritone, John Wilson will 
again be featured in “Le Bal Masque,” 
and the 4th work will be “Pas de Deesses,” 
both repeats from Mr. Joffrey’s sell-out 
success of last season . . . Dance Associ- 
ates, a theatre for new dance and new 
music, will be presented at the Master 
Inst. Theatre In a series of 4 concerts, 
March 2 & 3, and 15 & 16. Choreographers 
represented include Richard Englund, 
Donya Feuer, Marvin Gordon, Linda Mar- 
golies, Sheldon Ossosky, Aileen Passloff, 
Alec Rubin, Marian Sarach, Paul Taylor, 
David Vaughn and James Waring. 

_ Symbolic Dances of Indonesia and Africa 
climaxed the Conference on _ Internat’ 
‘Educ. at Hunter Coll., Feb. 5. Abi Afroye 
and Asadata Dafora were among the per- 
formers . . . Performers included in the 
Israeli Dance Concert arr. by Fred Berk 
for March 5 at the “Y” are: Jemina Ben 
Gal, The Goren Dance Group, The Ariel 
Dancers and members of the Phila. Dance 
Theatre. The winners in the annual Israeli 


‘ton H.S. Feb. 27 .. 


Folk Dance Competition (Hunter Coll. Feb. 


6) will open the:program and the Merry- 


Go-Rounders will close it. | 
Margaret Tynes will be a featured singer 

on the William Kane March 6th dance con- 

cert at the Henry St. Playhouse .. . John 


Begg’s Ballet Carnival, on tour in the east 


and mid-west for the past two seasons, 
performs in N. Y. on March 13. 2 new bal- 
lets by Begg are ‘Filigree 1500,” and “Les 
Precieuses Ridicules.'’ Members are: Louise 
Butler, Betsy Drew, Carol Kelly. Helcyone 
Perlman, Marvin Krauter, Richard Englund 
and John Begg . . . Edith Stephen & Co. 
present “Dreams and Realities in the Shape 
of Time,” April 3 at the Henry St. Play- 
house. Assisting artists will be Astri 
Brown, Edward Karlatz, Dolores Marcus 
and Erna Lindmee ... Jean Leon Destine’s 
March 20th performance at B’klyn is spon- 
sored by Kappa Beta Sigma (B’klyn) 
Chapter of Phi Beta Sigma F se for 
its Scholarship Fund. 

The annual Greek Games competition 
at Barnard Coll. will be March 26. 


IN THE SCHOOLS 


Eve Gentry offers a special 10- Leads 


course in basic modern dance for adults, 
Feb. 3-Apr. 7 at the Rehearsal Centre... 
a course called “Rhythm” is being given 
by Sidney Robertson Cowell at the New 
School For Social Research, N.Y:C.... 


class on Mar. 10 at Maria Nevelska’s 
newly opened Carnegie Hall Studio and 
Pat Wilde will teach on Mar. 17... Mani- 
puri dancer Priya Gopal is auditioning 
dancers at the Rehearsal Centre for a 


large new ballet to be performed this- 


spring. Audition classes (good beginners 
accepted) are held Mondays and Thurs- 
days. from 6-8 p.m. 4 

A mew course is announced for the July 
1l-Aug. 21 summer session at Conn. Coll. 
this year: a 2-week intensive study for 
dance accompanists. The 8th American 
Dance Festival is scheduled for the week 
of Aug. 15. | 


At Queens Coll., where every student 


must study some form of dance, 350 stu- 


dents will participate in a Dance Festival 
(folk, tap and modern — demonstrations, 
etc.) which is planned for May’ 4 & 6. 


Frederic Franklin was guest teacher on 


~Feb.,.9 at San Francisco's Academy of 


Ballet . . S. F.’s Ballet Celeste (Dir., Mer- 
riem Lcnipea) performed at Geo. Washing- 
. Gladys Hight presents 
her Petit Ballet Co. at the Blackstone 
Hotel, Chicago, March 3. i 
(continued jon page 5) 
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Andre Eglevsky will teach an advanced } 


BACKSTAGE 
TV—BWAY 


BY HANS HOLZER 


Jack Cole stages the dances for MGM's 
version of ‘Kismet.’ He just finished doing 
the same for ‘Gentlemen Marry Brunettes,’ 
which was lensed overseas .. . The musi- 
cal “Seventh Heaven” will have chor- 
eography by Charles O’Curran, Betty 
Hutton’s ex-husband and director ... Ba! 
Tabarin, one of N.Y.'s oldest nightspots. 
always needs line dancers (225 W. 46th 
. . Herbert Ross has a musi- 
cal, a movie and two TV shows going ai 
once ... the next big show to employ lots 


/of dancers is “Ankles Aweigh” at the 
Hellinger April 14 — Tony Charmoli is — 
doing the dances with Gloria Hamilton 
. They are looking for an | 


assisting . . 
English dancer for the London edition o! 
"Kismet" — Edwin Lester at the Warwick 

Mavis Ray, onetime Sadler's Wells, is 
now with the Shurman School of the Dance 
at Carnegie Hall . .. NBC “Frontiers o! 
Faith’ points up the importance of dance 
in religious rites on a Feb, 20 program . . 


Luana Poepoe of the Hotel Lexington has 


opened a hula dance studio in Long Island 

. Jack Bunch is the dancer with Mar- 
guerite Piazza at the Cotillion Room ... 
Sol Hurok who became talent consultant 
for NBC-TV took off for Europe again this 
month in search of new talent .. . Odette 
Bouchard and Carlos Zuccaro were the 
leading dancers in a recent performance 
of “Don Giovanni” sponsored by the Nat’! 
Opera Club of Am... . Frederick Warriner, 
Betty Luster and Marsha Reynolds wil! 
dance as well as act in the B’way pro- 
duction of “The Wayward Saint”... 
Leonard Sillman, who has just staged a 
new revue at the Versailles with David 
Tihmar doing the dances, will prepare an- 
other “New Faces” for next year... Ted 
Steele uses dancers on his show on WOR 
— wile Doris is in charge of casting... 
Herb Sussan is casting for the Eddie Fisher 
show on NBC .. . Off B’way Phoenix 
Theatre is planning a musical revue as 
its last offering of the season ... The 
President Theatre will have two “intimate” 
revues using dancers who also sing and 
act: first Ben Bagley's “Shoestring Revue’ 
directed by Christopher Hewitt and {ec 
turing Dorothy Greener, and’ after that 
Alan Abel's “Jocularity” with a cast not 
fully set at press time. 


THE END 


4 
; graphed 2 new ballets ‘Pierrot Lunaire” 
4 
ii 
| 
3 
In 
De 
3 iVi 
DL 
att 
We 
j ira 
of | 
3 x 
Bri 
Car 
4 DA 


Directors 


(continued from page 4) 

Dance students at the U. of Ill. will 
verform March 18 & 19 during the U.’s 
Contemporary Arts Festival, (Feb. 28-April 
3): Jose Limon & Co. will perform Mar. 23. 

Emanuel Lavinsky’s Young American 
Pance Group, which originated at P. S. 
#4, performed on the CBS TV's “Carou- 
sel,” Jan. 22. 

HERE AND THERE 

Nala Najan, recently returned from Eng- 
land, performed Indian classic dances 
with Lalli and Yedida on Jan. 19 under the 


auspices of the Pelham Teachers’ Assoc. 


_. . Iris Merrick’s Westchester Ballet Co. 
is again scheduled for March 27 and April 
24 at the Main Theatre, County Center, 
White Plains, N. Y. . . . Also from this 
suburb comes The Westchester Dance 
Council's attractive Newsletter. 

The Southern Ballet (Corry and Conrad, 
Dir.) are busily preparing their spring 
season April 14, 15 & 16, which will con- 
sist of 4 ballets, 3 of them premieres: “The 
Dogwood Legend,” “Bluebird Pas de Deux,” 
“Designed for Six,” and from the reper- 
toire, “Circus Moderne” . . . Recent addi- 
tions to Eva Lorraine’s Children’s Ballet 
include two students from the Royal Acad- 
emy in London, and one from the Alicia 
Alonso School. Former member , Felix 
Smith has joined the Ballet Theatre. The 
group has appeared in the Hollywood 
Bowl Nov. 27 & Dec. 26 and is currently 
making a picture .. . Mme. Olga Ziceva 
has trained 8 principals and a corps de 
ballet who will perform with the Calif. 
Youth Symphony Assoc., Feb. 26 & 27 to 
benefit the Parent's Assoc. for Retarded 


*.» Children. Given in San Mateo, Calif,, the 
*- cooperative program has become a tradi- 


tional fund raising eveni ... The Fine Arts 
Ballet Co., of the Ballet Dept. of Texas 
Christian U., headed by David Preston, 
performed with the Univ. Symph. Orch. 
in Fort Worth, Feb. 3, 4 & 5. The Program 
included: “The Labyrinth,” “Jeux D’En- 
fants,” and “Buttons.” ... St. Joseph HS. 
in Huntington, West Vir., where folk danc- 
ing is taught by Eleanor Ross instead of 
calisthenics, plans a folk dance festival 
in April . . . The Phila. Civic Ballet will 
perform on March 25 at the Academy of 
Music with a program that features “The 
Creation,” choreographed by Norman 
Craig. The company’s future plans includes 
a tour of Eastern cities with its full 
length “Nutcracker.” All members of the 
Phila. Civic Ballet are chosen from the 
P.C.B. school, Alicia and Norman Craig, 
Dance instructor, Joan 
Woodbury choreographed the dance 
drama “Blood Wedding” for six members 
of Utah's Modern Dance Group which per- 
formed for the Iritermountain Speech Clinic 
at the U.fef Wyoming this fall and at 
Brigham Young U. on Jan. 17. Cast in- 
cluded: Ray Kingston, Joan Woodbury, 
Carol Smith, Robert Blake, Joycé Jensen 
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and Gayle Madsen .. . Corliss Jeanne 
Ingram and Gene Stockwell, Oklahoma 
City teachers, have recently formed Dance 
Theatre, the first civic dance co. in that 
city. Guest instructors including Maria 
Tallchief, Frederic Franklin, Yvonne Chou- 
teau and Barbara Boucher have taught 
the group... 

In Detroit, Mich., Sandra Severo pre- 
sented her Severo Ballet Co. in 3 ballets 
at the Detroit Institute of Arts, Jan. 29. The 
program included “Swan Lake,” ‘Pattern 
in Ballet,“ and Beethoven’s First Sym- 
phony,” with Barbara Remington, Richard 
Beaty, Josephin.. Potas and Aniceto 
Salterelli as leading dancers. 


Jan Veen and Ruth Sandholm of the . 


Boston Conservatory of Music, choreo- 
graphed the 25 sections of Carl Orff's 
“Carmina Burana,” now being rehearsed 
with more than 50 dancers, for presenta- 
tion April 15, 16 & 17. Veen also choreo- 
graphed the dances in “The Trojans,” to 
be done by the New England Opera Co., 
March 27. 

The Atlanta Civic Ballet’s '54-'55 concert 
season includes a tour of rural Ga. towns, 
with a group of 25 girls and 10 boys; 2 
high school programs in Jan.; and on March 
11 & 12 the co. will give 3 performances 
at the Tower Theatre in Atlanta. 

Ballet Guild of Phila. will hold a recep- 
tion on March 13 to celebrate its new 
location at 1528 Waverly St. Guests of 
honor will be members of the Canadian 
National Ballet. 


The Dance Workshop in Europe was 
mistakenly noted in the last issue. The 
correct information is: Lucille Brahms 
Nathanson and Freda Miller are Tour 
Leaders for the 10 week trip, June 25-Sept. 
3, during which the group will have spe- 
cially arranged classes with Rudolph 
Laban, Corrie Hartong, Sigurd Lieder, 
Harald Kreutzberg, Mary Wigman, Marcel 
Marceau, and will attend festivals, con- 
certs, folk dance, theatre dance panto- 
mime and study modern dance techniques 
and theory. The trip is sponsored by the 
Assoc. for Academic Travel Abroad, Inc... 
“Recreation Leaders Handbook,” a> prac- 
tical handbook for group recreational ac- 
tivities including folk and square dance 
instructions, is written by Richard Kraus 
and published by McGraw-Hill ... Leo 
Shull’s 15th. annual Summer Theatre Di- 


rectory shows a 10% increase in the num-— 


ber of operating theatres .. . English John 
Gregory has written a Thesis on Ballet 
entitled “Diaghilev’s Oversight: And the 


Aftermath,” with a foreward by Sir John 


Anderson, Bart., and published by The 
Federation of Russian Classical Ballet, 
27 Baker St., London W. 1. 
HERE AND THERE ABROAD 

The Scottish Official Board of Highland 
Dancing announces that its technical 
films on Highland Dancing are now avail- 


able on 8mm black and white film. Fur- 
ther inquiry can be made by writing the 
Board, 83 Leith St., Edinburgh, Scotland 

. Bac Ishii, who has been teaching 
modern dance in Tokyo for 30 years has 
choreographed a pantomime-ballet on the 


life of the Buddha. He is considered 
by many a pioneer in modern dance in 
Japan ... Jan. 15th in Japan is Adults’ 
Day Seijin-no-Hi, dedicated to boys and 
girls who have reached the age of 20. 
Festivities included a demonstration of 
young ballet students as a symbol of the 
rising generation's vitality ... Each year 
the Girl's Athletic League of Honolulu’s 
Roosevelt H.S. sponsors a special program 
to promote interest and appreciation of 
dance. | 


CHICAGO NEWS 

Ex-Sadler’s Wells dancer Lorna Moss- 
ford, now teaching in the Allegro School, 
arranged a charming children’s ballet, 
“Belinda’s Birthday” for two performances 
in Kimball Hall. Suites of dances from 
“Coppelia” and “Sleeping Beauty” were 
also given with guest dancers Dido Say- 
ers, Margaret Watson, Barbara Steele and 
Kenneth Johnson. 

Jimmy Payne presented his group in a 
Mambo Matinee on Feb. 13. Beautiful 
Grace Nichols was star of the occasion 
and soloists included Bill Young. Victor 
Hereford and Doris Humphries. 

Talking of Mambo, we would like to 
tip you off to some pretty terrific Mambo 
goings-on we stumbled onto in Miami. 
It seems the oes = dance teams and 
hotel dance instructors around town like 
a little recreation after their working hours. 
So, in the wee hours they gather at a 
night spot known as the Place Pigalle and 
there, strictly for fun, they dance with 
one another. As the dawn creeps near 
their improvisations grow in complexity 
and coupled with polished form it is truly 
exciting. We noted for special reference 
Gustavo Etcheverry, a young Latin Ameri- 
can: of exceptional grace. 

Talley Beatty is heading the current 
show at the Blue Angel—and that would 
be back in our town. 

Chicago has beg devoid of modern 
dance groups for some years so it was 
particularly interesting and important that 


the Chicago Dance Council organized a 


Choreographers’ Group. The first perform- 
ance was scheduled for Feb. 20. Most of 
the participants are young teachers who 
have been active in the orchesis groups 
of various colleges. They include Barbara 
Byrnes, Flo Lazar, Phyllis Sabold, Barbara 
Bebb, Patti Pugh and Renee Springer. 

Delta Bannister was narrator: 
Choreographer Robert Frellson’s new 
ice show at the Conrad Hilton is a musical 
comedy with a plot titled “Skates ‘N Spurs.” 
James Jamieson was in town to audition 
(over) 
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dancers for the summer season of the 
Kansas City Starlight Opera which he will 
direct. 

The booking moguls seem set on mak- 
ing Chicago a battlefield of dance. First 
“it; was concurrent engagements__of two 
Spanish companies, Greco and Teresa 
and Luisillo. There were the expected 
noxious and inaccurate comparisons in 
the press, and audience partisanship 
reached fever level. Now it is the Nat'l Bal- 
let of Canada and Ballet Theatre booked 
one week apart and dancing some of the 
same repertoire — “Lilac Garden,” “Gala 
Performance,” “Swan Lake” and “Sylph- 
ides” are on both lists. Ann Barzel 
LONDON DATELINES | 

The London dance world thought and 
talked about little else at the beginning of 
February: than Margot Fonteyn’s wedding 
to Dr. Roberto Arias of Panama. The na- 


tional press kept her on the front pages 


for four days and at Covent Garden dan- 
cers and audience staged their own send- 
off the Saturday before she was married. 
Fonteyn was, dancing in “Daphnis and 
Chloe” that night and when Michael 
Somes carried her on for Chloe’s last en- 
trance the company of dancers on-stage 
pelted her with confetti and rose petals. 
For perhaps the first time in her life, Fon- 
teyn uttered in the course of a ballet an 
entirely unrehearsed and involuntary cry 
of delight and surprise. Afterwards she 
- thanked audience and dancers “from the 
. bottom of my heart for all your kind wishes.” 
Fonteyn's announcement that she will 
not retire from the stage in the near fu- 
ture has caused additional pleasure.- She 
will, of course, be dancing with the Sad- 
ler's Wells Ballet when they return to the 
U. S. and Canada in the fall of this year. 


The ballet and opera company from the 
Croatian Nat'l] Theatre, Zagreb, appeared: 


at the Stoll Theatre (presently threatened 
for conversion into offices) from Jan. 24 
to Feb. 12. Rather misleadingly billed as 
“The Yugoslav National Opera and Bal- 
let” the company played to poor houses, 
largely on account of unfortunate pro- 
gramme-building. In “Prince Igor” both 
opera and ballet artists gave a fine per- 
formance, but not one to win startling 
notices. The first big ballet premiere was 
“Romeo and Juliet,” Prokofiev's ballet with 
uninspired choreography by Margarita 
Froman which lasted an entire evening 
and was poorly received. A third bill of 
“Pagliacci” and a native ballet “The Gin- 
gerbread Heart’ also did not astonish. Fi- 
nally, however, the Yugoslav comic opera 
“Ero the Joker,” by Gotovac, was ac- 


a claimed as a piece of delightful native 


inspiration and the full-length ballet “The 
Devil in the Village” also won excellent 
reviews. This last work is an enjirely 
charming mixture of ballet technique with 


folk dance figures by the choreographers 
Pia and Pino Miakar with a fine score by 


Fran Lhotka. Ballerina Sonia Kastl is a 
dancer of beauty and expressiveness; one 
longed to see her in “Pillar of Fire” or 
other Tudor ballets. 


On Jan. 18th at Sadler's Wells Theatre 
a new ballet by the young dancer Ken- 
neth Macmillan to Stravinsky's ‘Danses 
Concertantes” was presented. London is 
unfamiliar with the Balanchine work to 
this music and Macmillan's lively and 
merry suite of dances owed nothing to 
the style of that master. It marked an- 
other step forward in his progress as a 
choreographer (his previous ballets were 
shown privately by the Sadler’s Wells 
Sunday Choreographers group) and intro- 
duced a most interesting designer to the 
ballet in Nicholas Georgiadis. Maryon 
Lane, Donald Britton and David Poole had 
the leading roles. <: 

Americans planning visits to Europe may 
like to know that the Sadler’s Wells Ballet 
will be appearing at Covent Garden until 
June 25th, when they go on holiday. The 
company will dance nightly until April 
19th and then, when the Opera Company 
returns from its provincial tour, there will 
be a joint season of opera and ballet 
through June. The following ballets will 
be revived in March: “Ballabile,” “The 
Shadow,” “Job,” and “Symphonic Varia- 
tions.” Sir Arthur Bliss and Sir Adrian 
Boult are conducting some guest per- 
formances, also Anatole Fistoulari. Fred- 
erick Ashton’s next ballet will be “Ma- 
dame Chrysantheme,” a ballet in one act, 
freely based on the novel by Pierre Loti. 
Music will be by Alan Rawsthorne and 
scenery and costumes by Isabel] Lambert. 
It is expected that Elaine Fifield will have 
the leading role. The first performance 
will be on Mar. 29th. On Mar. 22nd the 
company gives its annual Gala Perform- 
ance, this time in the presence of H.M. 
Queen Elizabeth and the Queen Mother 
and H.R.H. Princess Margaret, who is 


President of the Sadler's Wells Founda- : 


tion. The entire company and all princi- 
pals will appear. Proceeds will go to the 
Sadler's Wells Ballet Benevolent Fund and 


-the Sadler's Wells School. 


The Sadler's Wells School has an- 
nounced that from Sept. next it will be 
able ‘to accept resident pupils. This is 
because the organization has acquired 
White Lodge, a spacious and beautiful 
mansion at Richmond, Surrey. 

Michael Tippett’s new opera “The Mid- 
summer Marriage” was presented for the 
first time at Covent Garden.on Jan. 27th. 
It contains a considerable amount of 
dancing. John Cranko had the task of de- 
vising the Ritual Dances and did a sound 
if not a revolutionary job. Pirmin Trecu 
and Julia Farron were the leads supported 
by the Covent Garden Opera Ballet. 


Owing to the fact that his projected New . 


York season will not now take place until 


Milan with Antonio . 


the autumn, Antonio has brougnt his Span- 
ish Ballet to London; due to open at the 
Palace Theatre Feb. 21st. Mary Clarke 
REPORT FROM IBERIA 


Barcelona: There is much teaching and 
performing activity in Barcelona. Joop Van 
Allen (formerly of De Cuevas Co.) has 
opened a flourishing school with his wife, 
Elsa ... Other well established teachers 
include Mme. Marina and dancers Con- 
cha Borrull, Rosario Contreras, Emma 
Maleras, and Manual Lombardero (as- 
sisted by Alexis Corbi) . . . Juan Tena, 
whose company has been performing 
near Barcelona, opens a studio and schoo! 
this month ... . Juan Magrina, opera chore- 
ographer at the Teatro Liceo, plans to 
revive his “Ballets de Barcelona” in the 
spring ... Painter Hugo Manual is de- 
signing ballet programs .. . Alfonso Puig 
has published a third edition of his in- 
formative “Spanish Ballet and Ballet in 
Spain.” 

Madrid: Plenty of activity from Swedish 
ballet mistress, Marie Karen Taft. Her 
Karenta Spanish Ballet (six girls) is tour- 
ing the night club circuit, and her Karen 
Taft Dancers (six girls and a boy) are 
presenting a more serious program of 
modern and classic ballet . . . Mme. Taft's 
four rehearsal rooms play host to rehears- 
ing dancers like Roberto Zimenez, Manolo 
Vargas, and Alexandro Veiga (all of 
whom recently left the Pilar Lopez Co.). 
- Rosario, who arrived in Madrid a few 
days before the death of her mother, re- 
ceived the Government Prize for the most 
outstanding Spanish Dance Company... 
Aida Ramirez has left the Rosario Com. 
pany, which opened to an enthusiastic 
public at the Teatro Madrid .. . Roberto 


Iglesias (Ramirez's husband) continues to 


be impressive as Rosario’s partner. 
Many miles of touring ahead for the 
Pilar Lopez Company, which has been 
somewhat weakened by the departure of 
its three leading males. The company 
now consists of Paco de Ronda, Ernesto 
La Pena, Antonio Rovena, Antonio Amaya, 
Alonso Cano, Elvira Real, Dorita Ruiz, 
Amparito Rendel, Pilar Calvo; guitarist 
Luis Maravilla and singer Antonio Ro- 
mero. Immediate touring plans include 
Ireland, London (Feb.), Caracas (May), 
Spain (summer), and a U.S. and Canadian 
jaunt of 40 weeks beginning next October. 
Portugal: Alicia Markova and partner 
Alexis Rassine captivated thousands dur- 


_ing their four performances in Portugal. 


Never before has such wild acclaim been 
accorded a single dancer. 

Novelty of the opera season at the 
Teatro Santo Carlos will be the appear- 
ance of Spanish dancer, Mariemma, who 
recently performed at the La Scala in 
». Santo Carlos op 
era ballets will be choreographed by 
Francis Graca and Violette Quenc'le. 

Luigi Gari» 
(continued on page 89) 
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For as long as we can remember, we see 


the names of dance teachers (by the 


year’s list of Dazian’s customers for recital 
fabrics. And each year this list grows and 
_gtows! What do we have that the other fellows 


‘don’t? A number of things. For instance 


“AND COSTUME DESIGNS - 


SINCE 1842 
Largest and Oldest . 
Fabric Organization 
142 West 44th Street 
BOSTON: 400 Boylston Street 
CHICAGO: 125 No. Wabash Avenue 
DALLAS: 2014 Commerce Street 
LOS ANGELES: DAZIAN’S OF CALIFORNIA, INC. 


The World's 
Theatrical 
NEW YORK: 


730 So. Flower Street 


thousands) repeated and repeated in each — 


BASIC PATTERNS - 
PRACTICE AND RECITAL OUTFITS + STEPPING TONES RECORDS 


They Can't 
Be Wr Ong 


—113 years of honest, reliable, know-how op- 
eration. Or perhaps it’s our world’s largest 


and most original line of costume fabrics 


sold AT FULL, HONEST VALUE. Our 


_ beautiful sample catalogue sent free to 


Schools of the Dance will prove to you 
that it pays to use the best, st pays to use 


BRICS 


COSTUME ACCESSORIES 


DANCE SCHOOLS PLEASE NOTE: IF YOU HAVEN'T ALREADY RECEIVED OUR CATALOGUE, 


SEND COUPON TO OUR OFFICE NEAREST YOU! 


DAZIAN’S INC. | 


GENTLEMEN: 


Please send free copy 
of 1955 catalogue to; 
NAME OF SCHOOL..................... 
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recital needs. 
Since 1887, Baum's hag b 

ing theatrical mail order ho 

ume buying has enabled us: 


savings to you. 

All of this... plus 
panded home, assures you aha 
delivery but the most outstaindi 


Write to Baum’s f 


a Since*T. 7 | 


Theatrical Department Store 


only of the quickest 


oryour recital needs. 


NS 


| 
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l . 11th St Philadelphia 7 Pa Send for your copy of Baum’s 
new blue book of costume fabrics 
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DANCE TEACHERS, 


Soi 


and accessories. Send your re- 
quest on your business letterhead 
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From sparkling fabrics fo glamorous trimmings. | a)’ 
—Baum's the Theatrical Storechas once 
again assembled the most gomplete ‘selection of. 
one the Jead- he 
pass on the largest > 
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DANCE IN THE MOVIES — . 


& 
. The second Cinerama presentation, Cine- 
rama Holiday, unreels a program of bits and 
pieces hopefully designed to please everybody. 
And since everybody includes levers of the 
dance, there are appropriate glimpses of ice 
shows, floor shows, ballet and folk dancing. 


The glimpses are brief — but then, so is 


everything else in this touristic olla podrida. 
The medium still impresses with its unique 
ability to project a heightened reality, a sense 
of immediacy and what the hi-fi people like 
to refer to as “presence.” Unfortunately, in 
Cinerama Holiday all this wondrous machinery 
is devoted almost exclusively to out-size pic- 
ture postcard views of the obvious, the ex- 
pected. It is what the average tourist would 
look for if on holiday in Switzerland, in Paris 
or the United States. It delights more in size 
than style, in quantity rather than quality. 
It is almost grim in its determination to be 
“average.” 

To begin with, there are two pairs of 
“average” honeymooners -—- one Swiss, one 
American — who set out to see each other’s 
countries. The swiss couple stop off in Las 
Vegas and catch the show at the Desert Inn. 
In Paris, the Americans look in at the Lido. 
They might be seeing the same show! The 
two night club routines seem almost identical 


‘by the 


By ARTHUR KNIGHT 


except that the Parijs presentation — natch! 
—— also includes a flashy can-can (performed 
Bluebell Girls England), an 
imitation strip tease and an energetic young 
man who dashes on, teeth a-gleam, to sing 
one of those songs about Paris being always 
Par-eee. Earlier, at St. Moritz, they see an 
ice show that is, in every respect except sur- 
roundings, just like those that turn up regu- 
larly at the Madison Square Garden. For 
culture, they catch a performance of Cou- 
perin’s Les Indes Galantes at the Paris Opera. 

The only point to detailing all of this is 
because Cinerama Holiday, even in_ these 
diverse snatches, often suggests how very ex- 


from 


‘citingly the dance might be presented on the 


giant triple screen. In the ice ballet, with 
both dancers and camera in smooth, gliding 
motion, there is a sense of participation in 
the dance that is itself a heady experience. 
Whenever the camera is motionless and a 
more “objective” view attained, the trite 
patterning of the ballets becomes again ap- 
parent. But then the camera moves off once 
more and the buoyant feeling returns. In 
the Lido’s can-can routine there is just a hint 
of the hot intimacy of that frantic dance as 
a skirt flares out toward the camera. How com- 
pletely effective the Cinerama close-up can be, 


however, is beautifully revealed in a delightful 
jam session featuring the late “Papa” 
Celestin and his New Orleans band As his 
gnarled .old face bores the lens, a 
tremendous sense of personality floods out - 
over the audience — as palpable and real 
as any live performer on the stage of the 
living theatre. And finally, the Couperin bal- 
let, though tentatively handled — and lavish- 
ly interspersed with audience reaction shots 
— still indicates (as did the Aida ballet in 
the first Cinerama) that the three-dimensional 
patternings of theatre ballet retain much of 
their validity on the Cinerama screen. 

In short, Cinerama Holiday — like This Is 
Cinerama — suggests that here is a new and 
vastly promising film medium. It must also 
be admitted, however, that this new Cinerama 
comes not one step closer: to realizing its 
potentialities than the first. 


into 


- For reasons presumably known best to 
Darryl Zanuck and his script writers, exotic 
Bella Darvi is cast as a ballet dancer in The 
Racers. She neither looks the part, acts the 
part, nor — in the long run — dances the 
part. In fact, there’s no dancing in the film 
at all. But it is nice to know that the Holly- 
wood boys are keeping ballet so much in mind. 


THE END 


cinerama 


Most interesting sequences, dance-wise, in the de Rochemont 
century opera-ballet, recently recreated at the Paris Opera. 
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TELEVISION 


For the first time in months television 
came up with a program entirely devoted to 
dance. That was the Jan. 16 show of Adven- 
ture (Sundays, CBS), and. unfortunately . it 
was not a success. 

Dance critic Walter Terry, anthropologist 
Dr. Harry Shapiro and choreographer John 
Butler discussed types of dance common to 
various parts of the world. 


An obliging skeleton proved that all human | 


beings; having the same bone structure, have 
the same movement potentialities. Different 
dance types have developed because of differ- 
‘ent cultural .concepts. There were motion 
picture sequences from Tahiti, Egypt and 
Berber, North Africa to illustrate the vertical 
and rotary pelvic movements that typify their 
dances. Dances of India and Siam showed 
the use of the hands in delicate and decora- 
tive movement. The singularity of European 
dance was marked by .its emphasis on foot and 
leg movement. A too brief view of the late 
Argentinita gave the flavor of Spain. To our 
accustomed eyes {the most exhilarating mo- 
ments were ja Scottish sword dance and an 
athletic Russian folk dance. | 
The climax of the program was a confusing 
work illustrating American modern dance. 
Mr. Terry made the debatable pronouncement 
that ballet is not an American art and that 
the modern ‘dance, developed from Isadora 
Duncan and Ruth St. Denis who had broken 
from European tradition, is our modern dance. 
Mr. Butler choreographed .for the occasion a 
dance concerned with inner emotions — life 


disturbed by evil. The range of movement was 


large and beautifully danced by Yuriko, Mary 


Hinkson and Glen Tetley. The interesting 


percussive accompaniment was by Herb Har- 
ris. The costumes were the conventional, ones 
of modern dance, including the irrational 
hare feet and tights. 
Choreographer Herbert Ross has been do- 
ing some amusing and original work on Tues- 
day night for the Milton Berle and Martha 
Raye Shows. His group of dancers often pro- 
vide the star with a fantasy situation, a level 
which enhances and points up comedy. The 
January 11 opening number of the Berle 


Shéw (NBC) ‘had the dancers in rehearsal 


clothes ‘setting a hectic pace that gave the 
recuperating Berle a chance to be_ harried 
while proclaifhing he was slowing down and 
relaxing. On Jan. 25 Ross, cued by Berle’s 
broad kidding of the Gleason show did an 
excrutiatingly funny take-off of the June 
Taylor style. The unison work, the ripples, 
the camera angles cocked to catch a flower 
formation, the colorless line girls, the smirk- 
ing of the show girls, were lampooned. The 
highspot was hit when the Herbert Ross Dan- 
cers sat on chairs while they kicked their legs 
in machinelike precision. 


& 
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WITH ANN BARZEL 

On Jan. 18 Ross made a flashback situation 
ballet for Martha Raye. It was an early 20th 
century childhood scene with Martha Raye 
a rejected, poor little girl wandering among 
the more fortunate youngsters who played 
hopscotch, strolled with balloons and skipped 
about in short pants and long stockings. The 
atmosphere had just the proper. nostalgia. 
The same show included a gold-rush number 
by the dancers and their best contribution, 
Crazy Rhythms, a swell bit in the modern 
jazz manner, danced by six boys and a girl. 

Another comedian who works in the dance 
numbers is Sid Caesar. On Jan. 19 (NBC) 
he and Carl Reiner wandered about in an 
oriental number which echoed notes ‘from 
Scheherazade and included some flat - sing- 
song lines that made you remember the. 
Kabuki. This was choreographed by Bob Her- 
get, and although not without humor, it could 
not compare with the dance satires which 
Imogene Coca has aired for several years. 
The same show had an excellent Herget num- 
ber arranged for the group of six and danced 
to Gotta Have Me to Go With You. The 
ubiquitous sliding-board, which has _ served 
well many an NBC choreographer, was used 
to propel dancers into a dynamic routine. 

Boris Runanine, who made the darices for 
Caesars Hour earlier this year, has been 
switched. to the Imogene Coca Show. . Miss 
Coca is an enchanting satirist and her leering 
through a “pretty meggy” number (ingenue 
plus chorus boys) is always a_ hoot. 

Ed Sullivan consistently brings star dancers 
to his large public. José Greco, who has been 
on Toast of the Town a number of times, 
danced again on Jan. 9 (CBS). The, new 


horsewomen number he has arranged for the | 


girls in his company was danced. It does 
not have the excitement 
Cortijo but there is a feminine daintiness that 
is altogether pleasing. For the television ap- 
pearance Greco included some weaving figures 
for himself in the dance. | 


Sullivan had the Four Vargas Brothers in: 


a Zapateado on Jan. 23. On the same program 
Tony and Sally de Marco made their TV 
debut. They danced a couple of rhythm 
dances and were charming if not exciting. 
Marge and Gower Champion graced the 
Ed Sullivan Show on Feb. 5. Graced is the 
right word for them, especially when they 
did Let's Dance, which is just a boy and girl 
dancing gracefully with the expansive move- 
ments that spell youth and are synonymous 
with dance. The Champions also appeared in 
an elaborate production number, Meetin’ 
Night. They were aided by a set and large 
cast. Gower was a preacher, calling the con- 
gregation to repent, and Marge was a bit of 
a sinner in overalls. It was a good-natured 


of the male 


meeting, lively and sunny, no Hell and brim- 


stone. Toast of the Town that night also pre- 
sented longlegged Bobby Van who gave a 
good account of himself. 

The most beautiful television dancing of 
the month was by Bambi Linn in the NBC 


production of Naughty Marietta on Jan. 15. 


Dancing with Rod Alexander in the puppet 
sequence she was the epitome of lyric dance. 
Alexander had made a dance that looked 
spacious even in the confines of the television 
screen and Bambi, in brief costume and on 
pointes, displayed her considerable technical 
vocabulary; which she more often holds in 
reserve. Alexander’s choreography .for the 
other dance passages was not without merit 
though it is very difficult to be anything like 
original to the well-worn score which includes 
items like Ah, Sweet Mystery of Life. 

The Red Skelton Show (Tues.-CBS) has a 
dance group titled the Redettes. Their work 
is quite routine though once in a while they 
come up with a larger scale number like 
the Trailer Camp Ballet on Jan. 25. It in- 
cluded conglomeration of characters in 
practice clothes, slacks, pedal pushers, shorts, 
and they danced pleasantly a conglomeration 
of steps—fouetté turns, modern jazz, the old 
soft shoe. There was no choreographic credit. 

My favorite TV dancer, Ray Bolger (ABC), 
had several good numbers ‘last month. Because 
it is a filmed program it was possible to have 
the trick effects of dancing with his double 


on Jan. 7. The perennially good sand dance 


was seen on Jan. 21. That was the night 
Bolger,..taught the Sultan’s’ Favorite to 
jitterbug. 

_Donald O’Conner is at all times likeable— 
when singing, joking and especially dancing. 
His appearance with Mitzi Gaynor on Jan. 9 
‘was routine stuff, but a nice routine. That 
current bright idea of the bright young 
choreographers, the dance utilizing all the 
stage furniture, was danced to the hilt as 
O’Connor danced nimbly over, under and 
around the furniture brought in by stage- 
hands. Dance teacher Louis DaPron, who 
makes the O'Connor dances, made an appear- 
ance for some informal kidding. 

Every month I get little notes berating me 
for not mentioning this show or that. It makes 
me sad, because I hate to miss anything, 
especially something good enough to provoke 
scolding notes. Usually the neglected<titem is 
on a New York local show and of course 
New Yorkers are entirely unaware of the fact 
that New York City is not America. In defer- 
ence to the national character of DANCE 
Magazine the only television programs re- 
viewed are the network shows that go out 


all over the country. THE END 
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DANCE PORTRAITS Exquisite Gift Folios 


q COMPARABLE TO FINEST ART. _ DANCE Magazine PICTURE ALBUM #1 
REPRODUCTIONS FIVE BALLET PORTRAITS ) 
N a di ion’ Maria Tallchief & Frederic Franklin — Igor Youskevitch — John 
Ow YOR CON Kriza — Margot Fonteyn — Radio City Music Hall Corps de Ballet 

of the country's finest dance photographers . : | 

combined in exquisite gift folders decorated in gold DANCE Magazine PICTURE ALBUM #2 

and silver. FIVE VARIED DANCE PORTRAITS | | 

: Alicia Alonso — Martha Graham — Jose Limon & Company — 
READY FOR FRAMING Jose Greco — Paul Draper 
Each portrait on heavy coated stock (10x 12") with 
attractive mat-type border so you can hang "as is” | 
or frame without matting. | Send me Album #17 ($1.00 each) 
(quantity ) 

‘ ONLY $1.00 PER SET | 
| Send me Album #2 ($1.00 each) 
Each picture is alone worth more than a dollar. Yet (quantity ) 
j you receive a complete set of five in its own folder | nes 
‘ for only $1.00 . . . or both sets for $2.00. (We pay My remittance in the amount of _ _____is enclosed. 
postage}. At this low price you'll want to start your 
own dance picture gallery or give the albums as cher- | con 

ished gifts and student prizes. | | 

Address 
Use this handy coupon to order your albums —> | e oe ‘ 
| ity : ne tate 
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SCHOOL OF 
AMERICAN BALLET 


_ Official School of the 
New York City Ballet Company 


Faculty: 
GEORGE BALANCHINE, Cheirmed | 


HELENE DUDIN 
YUREK LAZOVSK1 | 
ANATOLE OBOUKHOFF 
MURIEL STUART 
ANTONINA TUMKOVSKY 
PIERRE VLADIMIROFF 


LINCOLN KIRSTEIN, Pres. and Director 
EUGENIE OUROUSSOW, Exec. Director 


637 Madison Ave., New York 22, N. Y. 
PL 5-1422 


ELLIS-Du BOULAY 


SCHOOL OF BALLET 


RICHARD ELLIS AND CHRISTINE 


DU BOULAY, FORMERLY SOLOISTS 


WITH THE SADLER’S WELLS BALLET, 


| Complete training in 
Classical Ballet from 

Beginner to Professional 

status. 


All classes carefully 
graded and based on the 
principles of the Sadler's 
Wells School of Ballet. 


20 West Jackson Boulevard 
Suite 1501-7. Chicago 4, Ill. 


WAbash 2-1693 


DANCE ACCOMPANISTS 
NEW REFRESHER COURSE 


July 24 - August 6. Total fee: $140 
NORMAN and RUTH LLOYD — - 
HAZEL JOHNSON 


Louis Horst, consultant 


CONNECTICUT COLLEGE SCHOOL 
OF THE DANCE : 


| New London Connecticut 
Write for further information 


SCHOOL of BALLET 


Suite 622 

306 So. Wabash Ave. 
Chicago, Ill. 

Phone: WA 2-6914 


Theodora — administrator 


MARCH 
CALENDAR OF EVENTS 


Feb. 15-Mar. 13 N.Y.C. Ballet 
City Center 


Mar. 1 Ballets Espagnols 
B’klyn Academy: 8:30 p.m. 
Mar. 2 & 3 Dance Associates 
and.15 & 16 Master Institute Theatre; 
8:40 p.m. 
Mar. 5 Israeli Dance Concert 
92nd St. YM-YWHA; 8:40 
Mar.5&6 May O'Donnell & Co. 
Hunter Playhouse: 5th at 
8:30 p.m.; 6th at 3:00 p.m. 
Mar. 6 Contemporary Dance Arts 
Educational Alliance; 8:30 
Mar. 6 William Kane Concert 
s Henry St. Playhouse: 3:00 
Mar. 9 _Huapala & Group r 
Dances and Music of Hawaii 
B’klyn. Academy: 8:30 p.m. 
Mar. 11.12.13 Marie Marchowsky Concert 
Henry St. Playhouse: 8:40 
Mar. 13 John Begg's Ballet Carnival 
| Central H. S. of Needle 
Trades: 3:00 p.m. - 
Mar. 13 N.Y. Ballet Club 
speaker: Lucia Chase 
Theatre Studio of Dance: 8:15 
Mar 15 Les Ballets Negres de 
New York 
Carnegie Recital Hall: 8:30 
Mar. 16 John Butler & Co. 
B’klyn_ Academy: 8:30 p.m. 
Mar. 20 Myra Kinch Concert 
Henry St. Playhouse: 8:40 
Mar. 24 An Evening of New Bhllets 


by Robert Joffrey 


92nd St. YM-YWHA: 8:40 
Mar.25&26 National Ballet. of Canada 
Beklyn Academy: 8:30 p.m. 
Mar. 27 Walter Nicks & Co. 
Nala Najan & Co. 
A Henry St. Plavhouse: 3:00 
Mar. 27 Annabelle Gold Concert 
Henry St. Playhouse: 8:40 
Mar. 27 Merry-Go-Rounders 
Jr. Entertainment Series 
92nd St. YM-YWHA: 3:30 
Mar. 27 Dance Notation Bureau 
lecture-demonstration 
by Nadia Chilkovsky 
Malin Dance Studios: 3:00 — 
Mar. 27 N. Y. Ballet Club_ 
speaker: Erik Bruhn 
_. Theatre Studio of the Dance; 
3:00 p.m. 
Mar. 30 Jean Leon Destine & Group 


B’klyn Academy; 8:30 p.m. 


Study with Egorova, ‘Preobrajenska, 
Volinine, Marie Rambert, Phyllis Bedells 
Dance & Theatre performances included 
Reasonably priced 
Write: Hall Dance Institute 


103 E. Chapel St., Santa Maria, Calif. 


- Combines professional training with a 
education 


“ACROBATICS” 


Specialized Training 


JOE PRICE 


CO 5-8877 


1697 Broadway Suite 302 N.Y.C. 


Bachelor of Arts Degree 
with a Major in Dance | 


‘Summer Dance Study Tour in Europe 
| Ballet, Modern, Character, Folk Dancing © 


liberal arts 


JORDAN COLLEGE of MUSIC 


Butiar UNIVERSITY Indianapolis, Indiana 


EDNA McRAE 


SCHOOL OF THE DANCE 


Ballet — Character — Tap 
Information sent upon request 
Fine Arts Bldg., 410 S. Michigan Ave. 


Chicago 5, Ill. Phone: WEbster 9-3772 


STEFFI NOSSEN 


SCHOOL of MODERN DANCE 
| Classes for Children, Teen Agers 
& Adults 
in 10 Westchester Communities 
for further information write 


3 Winged Foot Drive, Larchmont, N. Y. 
Larchmont 2-0785 


DONALD SAWYER 


BALLROOM AND TAP 


Write for new list of Teacher's notes 
637 Madison Ave., New York 22, N.Y. 
Plaza 3-8639 


BALLET BOOKS 
Gifts — Music 
Everything for the Dance Lover 
Catalogue on Request 


S. Solomonoff, 1389 - 6th Ave.., 


PL 7-2379 | 


BALLET BOOK SHOP » 


Books on Dance and Related Arts 
MUSIC PUBLICATIONS e BALLET SCORES 
: DANCE DESCRIPTIONS by 


. Edna Lucile Baum 


Catalog on Request 


20 West Jackson Blvd. 


DANCE STUDENTS 
buy this Ballet Technique Book 


Contains barre work, ballet steps with 
French Terms, also how to execute each 
step, 34 Illus. Price $2.45. No C.O.D. . 
Published Dances used in Professional Perform- 
ances; thoroughly explained; beautifully  illus- 


trated; only $1.00 each. Write for List. 
GLADYS HIGHT SCHOOL OF DANCING 


Chicago 4, Ill. 


162 N. State St., Chicago 1, Il. 
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Dance Laboratory Series 


Sunday, March 20, at 2:40 
LORNA SYDNEY of Vienna State Opera 
Interviewed by Walter Terry, Dance 
Critic. New York Herald Tribune 
Adm. $1.50 $2.00 $2.50 $3.00 


- YM-YWHA, 92 St. and Lexington Ave. 
TR 6-2366 


JACOB'S PILLOW 
Dance Festival and 
University 


of the Dance 
Season of 1955 
Announcements ready by 
April |, 1955 
For information write: 


TED SHAWN 


Director 


Box 87 Lee, Mass. 


DANCE DRAMA 


Summer Program for Girls 9-17 
THE VALLEY CAMP, Wolfboro, N. H. 


Experienced staff includes Jooss 
Ballet Instructor. Creative arts pro- 
_ including Drama and Modern 
ance. Private sandy beach on Lake 
Wentworth. All water sports. Riding. 
Etta D. Johnson, Director. 

Tuckahoe Apts. Richmond, Va. 
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PERRY- MANSFIELD 
School of The Theatre and Dance 
STEAMBOAT SPRINGS, COLORADO 
July and. August 
HARRIETTE ANN GRAY 

Contemporary Dance °* 
Charlotte Perry and Portia Mansfield, 
directors 
135 Corona Ave., Pelham 65, N. Y. 
PE 8-0025 
For information address: 
Oscar Rand 
Peddie Schook, Hightstown, N. J. 
New York dance and drama classes 
Tel: SU 7-0193 


Kamin Dance Bookshop 
1365 Sixth Ave;-at 55th St.. N. Y. ¢ 


Ballet for Film and Television" 


$4.50 


Frank's — 


THE DANCE MART 


Request free catalogue of 


BOOKS ON THE DANCE 
Box 315, Midtown Station, N. Y. C. 18 


DANCING ACTION 


$1.00 Through 3-D GLASSES $1.00 
Original Idea on the Subject of Ballet 
and as a textbook 
Pin a Dollar Bill and Mail to: Sonia Stiller 
P. ©. Box 687, Grand Central Station 
New York N. Y. 
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ON TOUR 


Ballets Espagnols 16 rer. 
Mar. | Brooklyn, N. Y. 17 Alexandria, 
2 Westfield, N. J. _ La. 
3 Watertown. N.Y 18 & 19 New Orleans, 
4 Schenect d La. 
21. 
Miss. 
22 Birmingham, 
The Ballet Theatre Ala. 
24 Montgomery, 
Mar. 6 South Bend, Ala. 
Ind. | 26 Atlanta, Ga. 
8 Duluth, Minn. 27 Chattanooga, 
9 & 10 St. Paul, Tenn. 
Minn. 28 Savannah, Ga. 
\! & 12 Milwaukee, 29 Clemson, S. C. 
.  Wiee. 30 Blacksburg, 
17 & 18 Baltimore, Md. Va. 
Md. 31 Norfolk, Va. 


20 
Bes Ruthanna Boris & 


Frank Hobi 
Sophia Delza | 
Mar. 4 Washington, Mar. | Fontana, Cal. 
a... 2 Oceanside, 
8 Durham, ae 
No. Carolina 4 Las Vegas, 
; Nev. 
7 Prescott, Ariz. 
Merry-Go-Rounders Flagstaff, 
riz. 
Mar. 5 Great Neck, 9 Winston, Ariz. 
L. (0 Globe, Ariz. 
13 Bayside, L. 12 Durango, 
Col. 
Ballet Russe de ee. 
Monte Carlo 15 Borger, Tex. 
Mar. 2 Phoenix, 
17 Carlsbad, 
3 Tucson, Ariz. N.M. 
4 Juarez, Mex. 1g Las Cruces. 
5 El Paso, Tex. N.M. 
7 San Antonio 2! Ft. Stockton, 
ex. Tex. 
8&9 Dallas, Tex. 24 Wharton, Tex. 
10 Kilgore, Tex. 25 Temple, Tex. 
|! & 12 Houston, Tex. 28 Hot Springs, 
14 Lake Charles, Ark. 
La. 29 Pine Bluff, 
15 Beaumont, Ark. 


Tex. 30 Crossett, Ark. 


Serge Lido 


Ballerina Margot Fonteyn married Pan-- 


American attorney Roberto Arias in Paris on 
Feb. 6 at the English Consulate there. They 
are seen, above, during the ceremony, with 
Sir Gladwyn Jebb, at left, acting as witness. 
The reaction of the London dance world is 
reported on page 6. 


Congratulations to Winners and 
DANCE Magazine for 
TV Dance Awards 


JAMES NYGREN 


choreographer 


“Stop The Music” 
“Night in V enice”’ 
Musical Carnival 


BORIS RUNANIN 


CHOREOGRAPHER 


Lambertville Music Circus 

Eddie Fisher Show 

Mia Slavenska-Frederic Franklin Co. 
Sid Caesar Show 


Imogene Coca Show 


RAY HAMILTON 


for ALL dancers 
LIMBERING, STRETCHING 


Postural Alignment 
Body-Strengthening, and 


Placement 
Also classes in Limber Acrobatics 


Roye Dodge School 


123 W. 49 St., N. Y. C. Ci 6-8798 


Combine a Vacation in 


Colorado Springs 
With Scholastic 


Advancement at 


COLORADO COLLEGE 


SUMMER SESSION 
June 20 - August 12 


Fifteenth Season of the 
Summer School of the Dance 


HANYA HOLM 


Full Time Study in Dance and Related Subjects 
Dance and Drama Productions 


Eight Week MUSICAL FESTIVAL 
Chorus and Orchestra 


Complete Schedule of Academic Subjects 
A few scholarships available 


FOR FURTHER INFORMATION, WRITE 
Director of Summer Session 
Colorado College, Dept. E 
Colorado Springs, Colorado 
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Escudero and Company 
February 7-26 
The Playhouse Theatre 


We have always thought of the dance as the 
one cruel art where the accumulated wisdom 
of years could never compensate for the loss 
of elasticity in the joints. There are excep- 
tions. And Vicente Escudero, who must be 
near seventy, is one of them. 

His return to the American stage after a 
twenty-year absence, brought a whole fresh 
concept of Spanish Flamenco dance. Watching 
him was like seeing the surface of Flamenco 
dance neatly pared away and the aaa: core 
exposed. 


Instead of the centrifugal expression of bad 


temper that is often taken for Flamenco dance, 
Vicente Escudero’s dancing straightfor- 
ward and contained. The set of the head with 
its slicked down gray hair parted in the mid- 
dle; the prancing lift of the knees; the bite of 
the zapateado; the balance of the slim body; 
the channelling of the whole dancing energy 
in a forward direction-—all seemed to symbol- 
ize “Man dancing,” ‘rather than a specific man 
doing a specific dance. 

He eschewed the element of personal | ca- 
tharsis in favor of a broader context. It was 
an art expression with continuity and cum- 
ulated form. 

His Siguiriya Gitana saok the continuity ‘all 
the way back to Hindu mudras in the narra- 
tive use of hands and arms: He formed strange 
peaks and angle shapes as though he were 
a wanderer describing a harsh landscape and 
a longing for shelter. 

All of Escudero’s dances established a re- 
lationship either with his environment or with 
another person. In the Romance al Molino 
he was a light-heafted miller hopping from 
stone to stone in front of his turning mill. 


REVIEWS 


BY DORIS HERING 


In Sevilla (Albeniz) he conquered ~his flirta- 
tious partner, not with force, but with the 
mischievous understatement of a neatly placed 
single “toc” of his castanet on hers and the 
sudden lift and arch of his taut body behind 
her languid one. And in his opening Primi- 
tive Flamenco Rhythms he was the playful 
virtuoso surrounding himself and charging 
the air with cascades of rhythm from his 
heels, his knuckles on a chair seat, his snap- 
ping fingers, and his cricketing fingernails. 
As he tossed a final nail click out over the foot- 


lights, it was as though he were saying, “The _ 
gypsy is made of rhythm, right — to. his — 


smallest fingernail.” 
Escudero’s partner, Carmita Garcia (she 
was also with him in his original American 


tours), seemed younger than the twenty-year- 


olds in the company. Perhaps it was the air 
of slightly gauche innocence that pervaded 
fier dancing. Her flirting in the opening La 
Tapada de Vejer was like a gentle game, 
rather than a calculating device. Her smile, 
the dainty tilt of her head, and the curve of 
her uplifted arms in the Boleros Mallorquines 
reminded us of the purity of the true classic 
ballerina. (And how satisfying to see simple 
dances like the Boleros performed with sim- 
plicity!) Even in her gypsy Alegrias a feeling 
of lively playfulness replaced the usual hip- 


thrusting vulgarity. 


Garcia’s was not the earthiness of caves 


and dark places. It was the untarnished vital- 


ity of sunshine and cork trees and gentle 
hills. And it was a perfect foil for the self- 
contained watchfulness of her partner. | 
Eseudero’s company is full of surprises. Ac- 
tually it is not a company in the “corps de 
ballet” sense of the word. It is an aggrega- 
tion of soloists who perform together seem- 
ingly at will. This gave their group dances a 


special tension, a kind of “inner lift” as 
though several highly individual body rhythms 
had been momentarily enkindled to a spon. 


taneous common cause. 


In the opening Suite Flamenca for Rosario 
Escudero, Maria Amaya, and Pepita Valle. 
the rhythms swelled and swirled about the 
stage. As one dancer quieted, another would 
pick up the pulse. Or sometimes they sprang 
into perfect unison. The dance was such a 
tantalizing intermixture of freedom and con- 
trol that we were almost apprehensive lest 
the entire program be in this high key. It 
was too close to perfection fo®/comfort. 

This same kind of rhythmic play was the 
essence of Jugando al Toro (Mario Escudero), 
a high spirited imitation of children playing 
at_bullfight. Holding an amusing woven bull 
head streaming with bright ribbons, sturdy 
Maria Amaya was the bull charging and paw. 
ing, while Rosario Escudero, Pepita Valle, and 
Jose Barrera goaded her. Unlike most narra- 
tive dances, Jugando al Toro had no feeling 
of, “choreography”—of having been carefully 
planned. Yet the elements of pantomine were 
so skillfully melted into the rhythmic struc- 
ture, that dramatic tension resulted. One really 


- wondered who would deliver the coup de 


grace. 
Although the beauteous Maria Nitin is 
featured as second soloist, we found Rosario 
Escudero more versatile and faceted. Com- 
pactly built, with a bright round face and 
lustrous dark hair, Miss Escudero has amaz- 
ing range. She is earthy; she is remote; she 
is fiery; she is poetic. Her emotions are so 
directly expressed in movement, and they suc- 
ceed each other so quickly and freely that 
the effect is almost kaleidoscopic. And_ her 
technical range equals her emotional range. 
for she was as effective in pure Flamenco 
(continued on page 66) 
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Dance in the Movies 
Calendar of Events 
Reviews Doris Hering 
Announcement of TV Award Winners 
Rehearsal to Air on “Your 
Hit Parade” 

The Dance on “Omnibus” 
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Max Liebman 


Arthur Knight 
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Doris Hering 


“Adventure” Jac Venza 
Television In Recent Years Ann Barzel 
‘Brief Biography: Yuriko P 
~Goodman-Freyman 
Ballet Baby | Ann Zane 


The National Ballet of Canada 
Kay Ambrose 
The Ballroom: Merengue 
Albert & Josephine Butler 
Young Dancer Section: _ 
Walter Terry 
Paul Draper 


Star Performance, Chap. I 
More Tap Adagio 

Basic Ballet’ Barre Exercises: 
Petits Battements Sur 
le Cou de Pied 
Consultation Corner 


Thalia Mara 
Holmstock 
Hollywood Commentary Ted Hook 
Ballet on Dises 


Reeordings, Cont'd Hope Sheridan 


On the cover: 


Asked to create a_ picture symbolizing the 
television choreographer in action, staff photog- 
rapher Zachary Freyman selected Tony Charmoli, 


winner of DANCE Mag- 
1955 Choreog- 
Award, as_ his 
subject. The lively legs 
belong to two of Char- 


azine’s 
rapher 


moli’s dancers on “Your 
Hit Parade.” (For the 
‘rest of DANCE Maga- 
zine’s TV winners and 
their stories see pages 


16-40). 


Jean Gordon Associate Publisher 


San Francisco Ballet 


Alfred Frankenstein,  distin- 
guished critic of the San Fran- 
cisco Chronicle, has written the 
story of the Golden Gate's fore- 
most ballet organization. To be 
read to the accompaniment of 


Bob Willoughby's fine photos. 


se se 
Roma 


Artist Eugene Berman, creator 
of the controversial sets and 
costumes for "Giselle" several 
years ago, and of other ballets, 
is responsible for the costumes 


of Balanchine's latest work, 


Roma." Pictures of Berman at 
work, and of his "Roma" sketches 


are a delight. 


Ballet Theatre on tour 


Supposing a member of a bal- 
let company's orchestra should 
report on what she sees during 
a tour. Ballet Theatre double 
bass player June Duckworth has 
done it, with a knowing eye, 
and with very interesting results. 


Rehearsal Centre 


Like a beehive from which the 
bees later scatter in many di- 
rections, are the studios where 
professional dancers often rent 
rehearsal space. We bring you, 
in two exciting parts, a rare 
coverage, by Herb Flatow and 
Betty Duval of one of New 
York's busiest hives. 


All these DANCE Magazine 
exclusives, plus many more, 
ure scheduled for your pleas- 
ure. Be sure to see the sub- 
scription blank on page 90_if 
you are not already a regular 
subscriber. 
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t DANCE Magazine is well aware that television has contributed enormously to the world 
of dance in supplying an entirely new area of opportunity to dancers and choreographers. 

and in offering a great medium wherein a unique dance form is currently being created. 

J | ' The world of dance, on the other hand, has provided a fabulous range of talent and 7 

artistry to the new medium. Together they are helping to shape the interest and standards : 

of the millions of viewers who can now watch television dance performances in the privacy 


of their own homes. 
In recognition of these extraordinary facts DANCE Magazine is presenting, this year for 


‘ the first time, four Awards within the television industry. Using December 31, 1954 as the 
last day to be considered, for works seen over a national network, DANCE Magazine 

has weighed the many choices with great earnestness. It is our ‘intention to point out 
leading contributions to the mainstream of the development of dance in television today. 

At the top of this page is a reproduction of the DANCE Magazine Award. The elegance 

of the Rudolph de Harak design-in-silver, is a fitting symbol for the respect and honor 

which the Award represents. [t is with much pleasure that we announce the winners of the 


1955 DANCE MAGAZINE AWARDS. 


. Lydia Joel, Editor | 
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1955 DANCE MAGAZINE 
AWARD WINNERS 


for their contribution to dance on television 


to MAX LIEBMAN, producer of NBC-TV’s 
‘“Spectaculars,” whose gift for discovering dance 
talent —- demonstrated in the past as well as in 
the present — is happily combined with taste and 
showmanship. | 


to OMNIBUS, a CBS-TV program which, while 
continuing to aspire to the highest level of dance 
presentation, has given an enormous public the 
opportunity to see serious and important dance 
works in their entirety. ! 


to TONY CHARMOLI, choreographer of NBC-TV's 
“Your Hit Parade,” who has consistently con- 
tributed quality and inventiveness to the staging 
of songs and dances during the five seasons € 
the popular weekly show. 


to ADVENTURE. CBS-TV program in cooperation 
with the American Museum of Natural History. 
which demonstrates a constant willingness to ex- 
periment, and an unselfconscious acceptance of 


dance as a means of communication. 


SX 
FY 
ay ELEVISION 
, GA iFTURE 
Z 
17 


Tony Charmoli, born in Mountain Iron, Minn., one of 9 children, studied at Jacob's Pillow and with Gertrude Lippincott before the 
Army called. Then came N.Y. and classes at the American Theatre-‘Wing and with a group of leading teachers. His first dancing roles 
were at the Papermil! Playhouse in N.J., and in B'way's ‘Make Mine Manhattan.'' He choreographed TV's ''Stop the Music'' for one year 
and then “Your Hit Parade’’ from its start.in #950. He has also choreographed nightclub numbers, ice shows, a Metropolitan Opera House 


fashion show, and is currently choreographing and staging ‘'Ankles Aweigh’’ due to open on B'way in April. 


AIR 
ON “YOUR HIT PARADE” 
BY CHARMOLI 


Every Saturday night, approximately twenty 
_million people view Your Hit Parade, a program 
which presents the seven leading hit tunes of the 
week. Each of these programs, in the last five years 
since I have been the show’s choreographe?, has 
contained a minimum of two numbers which fea- 
ture only dancers, as well as production numbers 


in which dancers perform around or behind a 
singer. The audience, naturally reacts to what it 


sees, unaware’ of the tense and complicated me- 


chanics by which these dances are created for tele-. 


vision. 

In all forms of dance presentations, whether the 
medium be television, stage, film, or nightclub, 
there are common factors. In each of these a dance 
contains an idea or concept of some kind; it proba- 
bly has music, costumes, scenery, lighting and — 
it must have an audience. The differences are in the 
manner of presentation. A performance in a thea- 
tre has an audience out front which sees the danc- 


es from one line of vision. For example: You at- 


tend a Broadway show. The curtain goes up and 
before you is the stage. You view everything that 
goes on that evening from the point at which you 
are seated. You have one constant “front.” In films. 
on the other hand, the “front” you are seeing rare- 
ly remains constant —- a camera mounted on a 
boom can crane all over the performing area to 


look at the dance and show it to you from every 


conceivable angle. 
If four cameras are working on the studio floor. 


the dances can be looked at from four or more 
angles, depending on the mobility of the cameras. 
Television also edits shots of dance; but since no 
film is involved in live shows like Your Hit Parade. 
and the dances come right from the studio floor to 
you in your home, the editing, although previous- 
ly planned, is done “on the spot,” while you are 
viewing the show. There is no re-check, no second 
chance. Combine the constant tension of creating 
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the short, hectic life of a TV dance as described by DANCE Magazine’s A ward-winning Choreographer 


a new show each week with the magic of live per- 
formance and you will understand some of the ex- 
citement inherent in working with television. 

Come with me to a typical “rehearsal to air” 
schedule for a dance which is to be televised on 
the coming Saturday’s program. On Monday, at 
a production meeting with producers, writers, di- 
rector, conductor, and scenic and costume design- 
ers, there is a discussion of the entire program, in- 
cluding the dances. Then, each in his own depart- 
ment proceeds to earry out plans as sketched in 
this first meeting. On Tuesday, all special effects 
and props are arranged for. On Wednesday, at our 
first dance rehearsal, director Bill Colleran and | 
study the floor plan which shows us how much 
floor space is usable for this particular dance. 
One point of view: 

Having already determined the number of cam- 
eras available, we now set to work with the danc- 
ers. I say “we,” for it is my experience that the di- 


PHOTOS BY HERB FLATOW 


? 


AWARD WINNER 


rector is as important as the choreographer in tele. 
vision dance, and that he can give it life or death. 
The way in which the director shows the dancing 
through his cameras, can reveal, or even enhance 
the choreographer’s intention. Or, on the contrary, 
a director may become distracted by a whim or 
a pretty knee and pay no attention to the dance as 
the choreographer intended it. I consider myself 
very fortunate because the importance of integra- 
tion of effort is understood on Your Hit Parade 
and, as a result, the director works with me and 
the dancers at every rehearsal. 

As the dance gets sketched, the director and | 
discuss how it should be shot. If three cameras are 
to be available, should they be in‘a semi-circle, or 
side by side, or how? (Only one of these three 
camera views will be seen at any |one moment 
on the television screen, of course, but that mo, 
ment may be followed by a shot on the seoond or 


third camera.) Should the dance start on a close- 
(over) 


Wednesday: Rehearsal always starts with an explanation of what — 
the dance is to be about and an examination of the floor plan. At 
left: Lenny Claret (who understudied Harold Lang in “Pal Joey”), 
Cynthia Scott (who was Cynthia Reisley when she was with Ballet 
Theatre). Virginia Conwell, (featured in gs 


Look, Ma, I’m Dancin’, 
“Miss Liberty.’ and other B’way shows). Ruth Lawrence. formerly 
of New York City Ballet. Program Director Bill Colleran, Tom 
Hansen (“Kiss Me Kate,” etc.). Choreographer Tony Charmoli and 
George Vashorg (Pajama Game.” “Hazel Flagg.” etc.). Center: 
Friday: Cleaning up a movement during rehearsal. At right: Satur- 
day: Putting rehearsal work to test in the TV studio. 
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Saturday: 9:00 p.m., dress re- 
hearsal: Above: Choreographer, Di- 
rector and Cameraman #1 consult 
on a camera angle. Center: Charmoli 
and Colleran view the same moment 
on a monitor. Below: Last minute 
check-up and instructions in, make- 


up room. 


are 


DAN 


4 > | 
up 
do 
era 
eve 
Rh 
# 
ide 
— 
‘ 
not 
tha 
al 
to | 
| — * sho 
on 
x 
| 


up of a dancer or on a long shot, with the camera 
dollying in, or should the dancer move to the cam- 
era? The possibilities are many ~— the effect in 
every case is different. 

Rhythm on the air: 

Once the movements of the dance are outlined, 
we study the choreography in relation to the 
musical count, marking the measures of the dance 
to see on which beat we should cut to another cam- 
era for the best possible result. Just as the dance 
was choreographed to a specific bar count in the 
music, so all camera cuts on the show are done on 
a specific musical count, creating a solid rhythmic 
base for the entire program. I don’t know if this 
idea is unique with this program, although I do 
not know of any other which uses it, but I do know 
that it is rare to have no arbitrary cutting in on a 
dance, and to work with camera men and“directors 
who have sufficient knowledge of music to be able 
to function in this intelligent and rewarding fash- 
ion. | 
On Thursday morning I stage the numbers for 
the principals and the singers. Friday afternoon 
the dancers rehearse again and the dances are inte- 
grated into the whole show. 
Space on the air: — 

Now that the dance has been set in the rehearsal 
studio, and there is accord as to which. cameras 
should look where and when, we go to the TV 
studio on Saturday at 10:30 a.m. to see the dance 
on the cameras. The dancers mark slowly through 
the measures of the music, possibly eight bars at 


a time, to see if what was planned in theory works. 


in action. If certain-movements carry the dancer 
out of the range of the camera, marks are painted 
on the floor to indicate boundaries. These marks 
are made with paint or chalk, in either blue, yellow 
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or red since all of these colors blend into the floor 
when they are televised. Unlike dancing on a pro- 
scenium stage where the giant arch is a frame of 
reference, dancing in a TV studio offers no guide 
to tell the dancer when he is leaving the camera 
frame. When the dancer is given a particular spot 
to reach with a specific movement, the camera po- 
sition is correspondingly marked so that the danc- 
er and camera will get together at the desired 
place and time. With this procedure we have had 
no dancer-camera collisions to date! 

The dance, now “blocked” and noted for all the 
cameras involved, is run through several times to 
check sequences of shots so that when those are all 
put together, they represent a cohesive whole of 
intelligible choreography, for the indicated amount 
of time. 

All together: 

While we are working with the cameras, the 
scenic designer is checking to see that his scenic 
elements fit into the composed shots. The lighting 
director is checking with video engineers to be 
sure that enough light is being poured onto the 
set to give the best possible pictures for the desired 
mood. The technical director is practicing punch- 
ing the buttons for the shots selected to go on the 
air. And the camera men on the studio floor are 
rehearsing the camera moves to be made during 
the dance. 3 

On Saturday evening at 6:00, we add the or- 
chestra and the costumes. This is dress, rehearsal 
and again the dance is run through. Audio engi- 
neers check sound and the costume designer is 
watching to see that the colors of the costumes do 
not do strange things. White is a problem but we 
can use a good deal of it if we are careful not to 
have it close to the face, as white makes flesh go 


(over) 
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‘Saturday: 10:30 pm.: We're on 
the air . . . Two minutes later it’s 
all over .. ” 


very dark. This final run-through is the last oppor- 


tunity to look at the completed dance before air 


time. The ideas projected at the Monday meeting 
have become realities. But with so many things 


that still might possibly go wrong during the show, 
every bit of the skill of all the professionals in- 


volved is needed. 
Once during a performance I saw a nent wait- 


ing to make an entrance. Two red lights appear on 


the front of each camera when that camera is reg- 
istering on the TV screen. In this case there was 
a mis-cut and the red lights came on several bars 
too early. The dancer immediately started to im- 
provise to cover up the error. After the perform- 
ance I complimented him for his quick thinking. 


“But,” he said, “I am so used to. dancing when 


those red lights come on that if I’m crossing the 


street and the lights turn red, I dance!” 


Performance: 

At 10:30 we are on the air. The cue is given and 
the team goes into action. The orchestra strikes up; 
an assistant director beats time and counts the 
music; the director calls out the first camera cuts; 
the technical director punches the buttons; lighting 
and video men balance pictures; audio men balance 
sound; cameras start moving to their prescribed 
positions and flip to desired lenses. Stage managers 
keep the performing area clear; and then —— the 
dancers, full of enthusiasm, perform. 


And almost: before you know it, it’s all over .. . 
THE END 
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what the Ford Foundation’s Radio-TV Workshop 


has learned about presenting dance on its Award-winning 


serles—a report by the Associate Producer AWARD WINNER Vil 
THE DANCE 
“OMNIBUS” 


BY PAUL FEIGAY 


OMNIBUS had ballet shoes before it could walk. When its first season was only a gleam in the 
eye of its creator, Robert Saudek, plans had already been drawn to have ballet on the program. Find- 
ing the form and adapting it to fit the television needs was to be a slow, painstaking, but interesting 
process. In its three seasons in television, OMNIBUS has presented to its enormous audience every- 
thing from original filmed ballets to revivals from ng standard repertoire. It has utilized individual 
dancers from the field and the services of the major“dance organizations of the U. S. It could write 
a book about which ballets “go” and which refuse to get off the ground. 

In its first season, six ballets were filmed abroad by the creator of the great ballet film, Ballerina, 
Jean Benoit-Levy. These were all originals with important continental dancers and new scores. We 
found, ‘however, that our filmed ballets lost something because of the audience’s lack of familiarity 
with subject and with dancers. We therefore decided that wherever possible ballets should be “live.” 

Rodeo was the first live ballet OMNIBUS presented. The aim was to take a standard work and 
re-mold it within the limitations of television, namely, the seeming lack of space — the small screen 
— and for all practical purposes — the lack of color. Agnes DeMille approached the task with 
imagination, and after getting the company into good shape, she began as’ though she were 
creating a new work for television. She had that lovely wisp of a story which has been the solid back- 
bone of the work since its inception, a brilliant cast and a magical score by Aaron Copeland. In a 
discussion with the TV director, she immediately realized that the time concept in television is a 
different one from the theatre, so that elongated passages of dance which held a captive ‘audience 
in the theatre merely served to weaken the main story-line and therefore lessen the impact of the al- 
ready proven work. From experience we knew that the thirty-five minute work had to be cut to about 
twenty and still retain the choreographic design and the story. 

Under Miss DeMille’s watchful eye, new sets were designed more in keeping with the ability 
of television to create vast space out of very little. Miss DeMille began to think of herself as a camera, 
and suddenly began to see that although there were distinct limitations of space, there was an added 
dimension which the camera could supply. This was, that the camera could get close to the dancers 
and they became people in a story, more actor-dancers, less ballet dancers. Jenny Workman tore your 
heart out with her problem. John Kriza was everyone’s hero. The audience danced with the actors and 
at the end was projected into the successful conclusion of the love story which Miss DeMille so 
craftily had invented. Now that we look at it, Rodeo was an easy one to:do. Later that season we pre- 
sented William Dollar’s Five Gifts, José Greco and Company, Ballet Theatre's Three Virgins and a 
Devil and Ballet Russe’s Gaité Parisienne. 

In its second year, OMNIBUS presented the Destiné Company, Kabuki Dancers, José Limon’s The 


Paul Feigay, well-known as a theatrical producer (‘'Rosalinda,”’ '‘On the Town," ‘Billion Dollar Baby'') before: he joined the Ford 


Foundation TV-Radio Workshop, had also been closely connected with a number of ballet companies, and brought a wealth of dance 
knowledge and enthusiasm to ‘‘Omnibus.'' The over-all Director of the Workshop's activities is Robert Saudek. 


23 


| 


24 


OMNIBUS 


Moor’s Pavane, Eugene Loring’s Billy the Kid 
and a new work which started with the Television 
Workshop and has since come into the repertoire 
of Ballet Theatre, Capital of the W orld. 

The Moor’s Pavane was a brilliant success. In 
it, as most dance fans will remember, Mr. Limon 
has created in a small space with four people a syn- 
thesis of Othello. Over a ‘brilliant score by Purcell 
and magnificent costumes, the dancers tell with in- 
tense conviction, the Moor’s story.. The emotional 
concept is enormous but the space used ‘is small. 
This fit perfectly into the so-often maligned small 
window of television. Because we lacked color (the 
brilliant yellow, red,. blue and white of the cos: 
tumes). we added some of Shakespeare’s words 
over certain of the scenes -—— spoken in the dis- 
tance, as if in a memory, by excellent actors. This 
helped to give a thin but strong story-line to an 


abstract design. It is the one dance work not in 


classic ballet form that most of our viewers re- 
member. This again had to be remolded into the 
time-concept that television seems to have created 
because of the ever-present possibility of the audi- 
ence being about to go out for a beer or the front 
door ringing and a neighbor dropping in. 

Billy the Kid by Eugene Loring seemed a natural 
for television. Again a score by Copeland, an ab- 
stract but not too abstract story-line for a real 
character, Billy, and a company, Ballet Theatre, 
which loved doing it. Billy in the theatre uses very 
little scenery, and the audience accepts the grown 
Billy as a child because he acts like one. In tele- 
vision, it just didn’t work. We got a child-dancer 
to play the young Billy in the early section of the 
work so that when his mother died, we saw him 
planning his revenge. Through the magic and flex- 
ibility of the television camera, the grown Billy 


_was able to make his first entrance behind the boy. 


There was no doubt in anyone’s mind that the Kid 


At left: Rehearsal photo of members 
of the N.Y.C. Ballets presentation 
of “The Five Gifts’ on Omnibus 
March 1, 1953. L. to R.: Todd Bo- 
lender, Melissa Hayden, Yvonne 
Mounsey, Patricia Wilde. At right: 
The Maidens in “Three Maidens 
and a Devil.’ March 22, 1953, 
were Lucia Chase, Agnes De Mille 
and Janet Reed. At right: A high- 
stepping moment from Ballet Russe 
de Monte Carlo’s “Gaité Parisienne, 

April 26, 1953. 


Peter Basch 


S 


& 
e 
= 
4 


had projected himself into the future, and the 
events which. followed were clear to everyone. 

I suppose clarity is the most important thing to 
aim for in television ballet. Even if there is no 
story the patterns should be direct. We discovered 
this after putting together all of Billy the Kid, 
giving its indications of locale, creating an enor- 
mous prairie for the settlers to come over for the 
opening and closing sections. It struck us that 
here was a ballet about a real guy who had be- 
come a legend, real fist-fights, real battles, all tak- 
ing place in an abstract mood with imagined guns, 
on horses made of air, on saddles made of imag- 
ination, ‘ under sunlight, moonlight, out of Mr. 
Loring’s top drawer. It seemed natural to have Mr. 
Loring tell us how’ he conceived the work. This 


story became the narration, so that as he unfolded 


the process with which he began to create the char- 
acters, story and choreography, we saw the work 
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performed. He identified the people for us, the 
locales, and most of all, the philosophy which has 
made the ballet a success. When it was over, the 
audience had taken part in a truly magnificent 
experience. 

All our ballets have not been successes. As an 
experiment, the Workshop wanted to put on an 
original ballet based on an Ernest Hemingway 
story, The Capital of the World. The whole pro- 
gram that week was devoted to the idea that an 
artist could use the same source of inspiration but 
present the theme in a different way, a way unique 
to him. We had made a dramatization of this lovely 
story to be done as a play. What we wanted to do 
was follow it with a ballet version of the same 
idea. We commissioned Eugene Loring to create 
this work and chose the Ballet Theatre as the group 
to appear in it. Capital of the World was not a 
success as a ballet on television, although the pro- 
gram was well received. Loring, unconsciously 


Roy Stevens 


(over) 
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OMNIBUS 


Roy Stevens 


thinking ahead in terms of the theatre repertoire, - 


into which the work would have to pass after the 
one showing on television, thought in a proscenium- 
arch fashion. This was actually proved by the fact 
that the work, when transferred to the Metropolitan 
Opera House stage without any changes, had extra 
lift and dimension. It has since become part of the 
touring repertoire of Ballet Theatre, and from the 
many reviews sent to us, continues to be a success. 
Had it been conceived in TV terms, this could not 
have been possible. 

The wonder of television can make a fair theatre 
piece such as William Dollar’s The Five Gifts into 
a magical one. We still feel the thrilling moment 
(generally lost to the theatre audience) when the 
last gift is given; the gift of old-age, and the camera 
is focused on that bent old man in the center. 

The TV Workshop’s junior show, EXCURSION, 
did a survey of the dance with Walter Terry and 
Gene Nelson acting as guides. This year we hope 
to do an expanded version on OMNIBUS with Gene 
Kelly or Jerry Robbins leading us through dance 


(continued on page 83) 
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Fred teh! 


Roy Stevens 


Opposite page: Above: Ballet Theatre’s “Billy, the Kid.” Nov. 8, 
1953. Below: José Limon & Co. in “The Moor’s Pavane,” Nov. 
15, 1953. 


Above: Scene from “Capital of the World.” commissioned by 
Omnibus from Ballet Theatre. Upper right: Candid photo taken 
during rehearsal of the same ballet, ‘showing Choreographer 
Eugene Loring directing Roy Fitzell. Lower right: Members of 
the Azuma Kabuki Co., Feb. 14, 1954. 
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how an Award-winning Producer brings good taste in dance to a mass audience 


z 


CONVERSATION WITH 


LIEBMAN 


BY DORIS HERING 


The “Ziegfeld of television” — the man whose 
program, Your Show of Shows, won more top 


awards than any other television production — 


waited for us in his office. He had set a casual 
stage for our encounter — one calculated to put 
us both at ease. He was trying out a new phono- 
graph, and so we began by discussing its merits. 
But the conversation quickly drifted to dance. 
For at that particular moment, Max Liebman hap- 
pened to be concerned about a specific program. 


And so he used us as a sort of sounding board to— 


clarify his ideas and*to give us some insight into 
the kinds of outside pressure that are placed upon 


a producer, ven one like himself who in staging» 


this, year’s Spectaculars for NBC-TV, controls in 
the neighborhood uf $150,000 (exclusive of time) 
per show and has the authority to hire the coun- 
most expensive talents. | 

In appearance, Max Liebman certainly is not 
the Hollywood cliché of the “Big Producer.” He is 
a rather gentle litthke man with eray-brown hair 
and steady brown eyes circled with fatigue lines 
that give him the air of a tired somage He speaks 
softly but without hesitation. 

The work that was uppermost in his mind was the 
Lew Christensen—Virgil Thomson ballet, Filling 
Station, which Liebman had presented with its New 
York City Ballet cast on his Spectacular of October 
10, 1954. Reaction to the work was extremely con- 
tradictory. The newspaper critics were adverse to 
his using a ready-made ballet on the program. The 


audience ratings indicated that many viewers were 
lost when the ballet came on; the sponsors com- 
plained and said, “no more ballet!” How was he 
to be guided for the future? 

As he spoke with us, elements of his vast ex- 
perience began coming to his aid. He reflected that 
people accept almost any type of subject matter if 
they have something familiar to begin with. “Per- 
haps it was the unfamiliar music that set_up an 
initial barrier,” he mused. 

Then, too, Liebman decided, a television audi- 
ence, which does not see much ballet, somehow 
thinks of it as symbolic of an ideal world. They 
prefer works like Les Sylphides or. Sleeping Beauty 
because they are so completely escapist. He decided 
that many viewers must have’ felt uncomfortable, 
about seeing the cartoon-realism of Filling Station 

of seeing people doing ballet technique in over- 
alls and knickers, instead of tutus and tights. — 

As he arrived at this conclusion, Max Liebman’s 
face brightened, for it did not eliminate the pos- 
sibility of using ballet on his programs. It just in- 
dicated a shift in approach. With Liebman, the old 
axiom, “Give the people what they want,” is never 
used as an excuse for bad taste. He has a firm con- 
viction that people always want the best. But their 
resistance to the unfamiliar must be broken down 
oradually. | 

_He cited as his favorite example of breaking: 
down audience resistance, the: pattern that was es- 


tablished on Your Show of Shows, which was on 
(continued on page 30) 


Max Liebman began his television career in January, 1949, with ‘‘The Admiral Revue,"’ a variety program which became "Your Show 
of Shows'' the following year. During its first seasons, ''Your Show of Shows'’ (which Liebman produced, directed, and owned) ran for 


39 consecutive weeks every year. 


This year Liebman is again creating a television innovation with his Sunday night ‘'Spectaculars’ 


' on NBC-TV. The Specs feature 


original musical plays variety programs, and well-known operettas — al| in color. 
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AT CAMP TAMIMENT: 1932-1947 
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Above: Imogene Coca and Ruth- 
anna Boris in one of the ballet 
burlesques that later made_ their 
way onto Liebman’s television show. 
Lower left: Adolescent Jerome Rob- 
hins did his first choreography for 
Liebman’s productions at Tamiment. 
Lower right: Serious modern dance 
works were part of Tamiment sum 
mer fare. 


photos courtesy Camp Tamiment. 
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Liebman’s comment, “If it moves, it’s Starbuck's 
problém,” indicates the authority he accorded James Star- 
buck, choreographer for “Your Show of Shows,” whose 
corps ts shown in dress rehearsal. ; 


Dancer-under-the-skin Imogene Coca in “Swan Lake,” ballet 
satire reminiscent of the early Tamiment days. As Coca- 
Odile she is partnered by Prince James Starbuck. ; 


Art Selby 


NBC-TV for four years. As audiences became ac- 
customed to this revue-type show, which featured 
the comedians, Sid Caesar and Imogene Coca, they 
got to know that the dancing interludes would be 
followed by more comedy skits. And so they pa- 
tiently sat through the dances, which were group 
works devised by the show’s choreographer, James 
Starbuck, or smaller works by the Hamilton Trio, 
Mata and Hari, Bambi Linn and Rod Alexander, 
Nelle Fisher and Jerry Ross, or special guest stars 
like Alicia Markova, Maria Tallchief, Frederic 
Franklin, Mara, Beatrice Seckler, and Teresita 
Osta. 

After a while, the viewers discovered that they 
really liked the dancing. It was meaningful in its 
own right. But even in an ideal situation like this, 
Liebman did not rely alone on the captive audience 
technique. He brought his many years of show- 
manship in play by insisting that some ninety-per 
cent of the dances presented on his programs be 
specially choreographed, rather than brought over 
from another medium. Here again he fell to mus- 
‘ing about his recent excursion with Filling Station 
and offered the thought that perhaps its not being 
choreographed especially for television had some- 
thing to do with its apparent non-success. 

One more of the many things that Max Liebman 
has learned in offering dance to a television audi- 
ence is to avoid soloists. The reason is quite sim- 
ple. The viewer likes to have a sense of participa- 
tion or identification. When he watches two or 


H 


‘ 
| ‘4 = | 
» 
= 
| 
SS 
: 
~ 
\ 
* 
4 PS 
30 


“YOUR SHOW OF SHOWS:” 
1950-1954 


Left and below: Ruth Mata and 
Eugene Hari in “Carnegie Hall,” 
favorite dance satire of “Your Show 
of Shows” viewers. Right: The 
Hamilton Trio (Gloria Stevens, Bob 
Hamilton, Pat Horn) who developed 
from hoofers to “idea dancers” un- 
der Liebman’s tutelage. Below left: 
Choreographer James Starbuck re- 
hearses with ballerina Alicia Mar- 
kova, a frequent guest on “Your 
Show of Shows.” 


more dancers, there is a dramatic situation with 
which he can identify. The only exception that 
Liebman has ever made was in presenting Alicia 
Markova in her Dying Swan solo. And there was 
a sound reason. He realized that for most people 
today, Markova is the incarnation of Anna Pav- 


_lova, whose name means ballet to everyone. And 


so in presenting Markova in the dance eternally 
associated with Pavlova’s name, he was again pre- 


. senting fine dance with a thread of familiarity. 


Why does Max Liebman, more than most pro- 
ducers, maintain a generous proportion of dance 
on his television programs? It’s perfectly natural. 
he admits shyly. for he would like nothing better 
than to be a ballet dancer himself. And he assured 
us that in rehearsal he often executes a well placed 
leap. We can well believe this, for in describing a 


fine point of camera technique to us. he moved 


accurately and expressively. 

Mr. Liebman’s wife is also keenly interested in 
dance. And so they see most new ballet produe- 
tions. They also keep track of dancers who might 
fit into Liebman’s television format. He found 


Bambi Linn and Rod Alexander dancing at the 


Persian Room of the Hotel Plaza: the Hamilton 
Trio dancing in a Boston night club; and Mata 
and Hari in a concert. 

In years gone by the training ground for per- 
formers was the stock company or vaudeville. 
These are no more. And in their place have grown 


resident theatres in adult camps. Some of these 
(over) 


Maurice Seyn 
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are highly informal, almost to the point of being 
rough and tumble. Others, like Tamiment in the 

‘Poconos, attempt some sort of organized revue 
each week. For fifteen years, beginning in 1932. 


weekly shows at Tamiment. He wrote skits, thought 
of themes, engaged comedians and dancers (‘“Tami- 
ment was known ‘as the wayward dancers’ home,” 
says Liebman), and gave young artists a chance 
to develop their talents. He even performed occa- 
sionally himself. 

One of Liebman’s Tamiment protégés was a frail. 


ment at the age of fifteen. For seven summers he 

‘returned, dancing first in groups, then as a soloist, 

then with a partner, and finally doing his first 
choreography. He was Jerome Robbins. 

As a result of the Tamiment days, Max Liebman 

built up what he likes to refer to as his “trunk.” 


Max Liebman was producer and director of the 


buck-toothed little kid who began dancing at Tami- 
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“SPECTACULARS:” 1954 


Left: French dancer, Renée Jeanmaire in a Max Liebma: 
“Spectacular” designed especially for her. Called “Thi 
Follies of Suzy,” it was directed by Liebman and choreo 


‘graphed by Rod Alexander. Below: Bambi Linn, and Rov 


Alexander, whose original and often poignant dances wer: 
featured on “Your Show of Shows” and are now on the 
“Spectaculars.” Alexander has also become choreographe: 
forthe pectaculars.” 


It is a file of skits, monologues, and themes for 
revues. Much of this material has since » found its 
way onto his television shows. 

For example, the amusing ballet-burlesques like 
Afternoon of a Faun and Swan Lake that Imogene 
Coca did on Your Shows of Shows were first done 
by Miss Coca at Tamiment. So, too, were her tramp 


routine and some of her flapper satires. 


Mata and Hari developed much of their comic 
material at Tamiment. Modern dancers Dorothy 
Bird, Lee Sherman (who was later choreographer 
of Make Mine Manhattan, a show that Liebman 
helped to write), William Bales, and Anita Alvarez 
were Tamiment regulars, as was ballet dancer 
Ruthanna Boris. 

At Tamiment, Liebman learned the process of 
working for a weekly deadline, something which 
has stood him in good stead in television. He also 


learned not to feel a sense of let-down because 
(continued on page 84) 
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Jac Venza joined "“Adventure’’ as Designer, became its Art Director and then Assoc. Producer. He is responsible for answer- 
ing the question, ‘What do we look at for a half-hour?"’ The program, currently produced by Robert Northshield, was initiated and 
developed with Perry Wolff at the helm. The results were of such interest that Mr..Wolff was invited by the State Dep't. to repre- 
, sent U.S. television at the UNESCO Int'l TV Conference in London last summer. Mel Ferber is Director of the program. 


Associate Producer of *“‘Adventure”’ tells how the 
Museum of Natural History's Award-winning Program AWARD WINNER WR 
explores new ways of using dance ( 


ADVENTURE 


29 


| “Qn your show,” a dancer complained one night, “I’m always a shadow of a wild man — a black- 
| hooded shape crawling on a map, or a chromosome called X.” True, none of these has, in the past, 
been considered usual roles for a dancer, but then, dance has played an unusual role on Adventure. 
Adventure is a cooperative effort of the CBS Public Affairs Department and the American Mu- 
seum of Natural History. It was meant to be an experimental and educational contribution to tele- 
vision, paralleling the purpose and meaning of all those sciences included in the phrase “natural 
history.” But there was more drama to be found inherent in the work of the scientists at the Museum 
of Natural History than of any dramatic fiction show to date. | - 
It would, for instance, have surprised all of us two years ago, when Adventure was being pre- 
pared, to know that more than one-third of our shows would include some kind of dance. At this 
writing seventy-six shows have been televised and twenty-eight included dance, and in the course of 
it, quite undeliberately, both we and our audiences have been carried along to accepting dance, nore 
and more, not only for illustration purposes, but also for communicating that which goes beyond 
literal description. 
Working with an unusually flexible format, we have tried to capture the drama of our material, 
whether it be birds, palegntology, climate, minerology, or genetics, using the esthetic values of the 
} theatre arts to help us reveal the exciting realities. The varied interest and diverse experience of tele- 
oF vision audiences required a visualization that could make contact regardless of intellectual back- 
rs grounds. Dance, dealing in symbols, can be interpreted on many different levels, so perhaps it was 


'“After only three weeks on the air we made our first ac- 
quaintance with dance ... it was shocking to see the 
twisted, writhing contortions of the dancers in Margaret 
Mead’s ‘Dance and Trance in Balv.” 
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a natural answer to our needs. In our experiments 
with it we have constantly tried new forms. Some- 
times we have been successful, sometimes not. 
7 DANCE IN ITS CULTURE 

Actually it was after only three weeks on the 
air that we made our first acquaintance with dance. 
They were extraordinary dances, brought to us by 
an extraordinary person in the field of anthropol- 
ogy, Dr. Margaret Mead. Years before, she had 
shot motion picture films of the trance dance of 
Bali. They weren't made as entertainment but as a 
serious study of mass schizophrenia deeply rooted 
in the philosophy of the Balinese. To most of us 
who had seen only the tinkling doll-like move- 
ments of Balinese dance, it was shocking to see the 
twisted, writhing contortions of the dancers in 
trance. | 

We soon found that today any anthropologist 
recording cultures at close range uses a_ film 
camera, and there is nothing more seductive to a 
camera enthusiast than a dancer. With film we 


have been able to logk at a kaleidoscope of cul- 


tures in every part of the world. Whenever and 
wherever we have tried to stop and magnify some 
aspect of a peoples’ ‘culture, dance seemed to play 
its part. We studied.the white man’s problem in 
bringing his medicife to the Navajo and Hopi of 
the Southwest and to the ancient tribes of the Bel- 
gian Congo, The Medicine Man in Arizona or on 
the Congo answers the white man with an ancient 
remedy, projected through traditional dances. 

Dr. Harry Tschopik recorded the fast disappear- 
ing culture of the headhunters in Peru. He filmed 
dances no white man had ever seen before and, if 
his prediction is true, will never see again. Dr. 
Mead and James Michener, in their observations 
of the Pacific, showed how the vitality of the old 
island dances contrasted. with the contemporary, 


‘after ‘the missionary, watered-down versions. Dr. 
Gilliard, an ornothologist, while in New Guinea 
hunting birds of paradise, bagged a prize catch 
when he turned his camera from his primary target 
to photograph a mass dance at a meeting of several 
cannibal tribes. These hundreds of dancers, dressed 
in fantastic, extravagant headdresses and costumes 
of bird-of-paradise feathers, lured this ornothol- 
ogist to the heart of New Guinea. Our audience 
could see the dances with little danger of being 
eaten. Most of these films were made by or for 
scientists who were using cameras and tape re- 
corders as tools for straightforward documentation. 
Many of our art dance film-makers could learn a 


lesson from them. 


Ruth St. Denis and Isadora Duncan brought new , 
esthetic conceptions to dance by their interest in *’ 


ethnic dance sources. Through their interest in 
these traditions, philosophies and ceremonies, scien- 
tists have filmed and presented many new dance 
forms to observe, inspire and entertain. When the 
Balinese and Japanese companies were in_ this 
country recently, audiences saw these dances in the 
role of pure entertainment. Adventure, which in- 
tegrates these performances into the culture and 
tradition from which they spring, attempts to en- 
hance their emotional penetration. 
| DANCE AS ILLUSTRATION 

All the dances mentioned were brought to us by 
the scientists; they were dances of purpose. In re- 
turn, the dance we brought them served a need 
in telling their stories. For example, we had seen 
a film of an extraordinary primitive aboriginal 
tribe in Australia. But the drama of their story 
lay outside the footage at hand. Many scientists 
had agreed that the very first known species of 
man originated in the India-Java area at a time 


when Indonesia was a solid link with Australia. 
/ (continued on page 36) 
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Opposite page, left: “Shooting down 
from the grid, we saw the black 
shapes of dancers ‘migrating’ across 
the world.” .. . Right: “Paul Cur- 
tis’ American Mime Theatre worked 
7 with us in acting out realistic stories 
| | . against a screen.” 

On this page: “When James Mich- 
ener told us several stories of the 
Pacific, we balanced a poetic cre- 
ation-legend of the island of Mokil 
with a documentary film study ... 


Against spoken verse, John Butler 
created an allegorical birth of the 
island world, using pure dance ter- 
minology.” Above and right: Se- 
quences with the Sun and the Moon. 
Below: Fishermen pull the Island 
of Mokil from the sea. pnoios vy Fever vascn 
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ADVENTURE 


photos by Peter Basch 


Above: Members of the staff of 
“Adventure” and _ choreographer 
John Butler have a_ conference. 


“Again the problem requiring illus- 
‘tration was far from ordinary ... 
It was a story of heredity. Certain 
set patterns occur during concep- 
tion, when the chromosomes in the 
male sperm join the chromosomes in 
the female ovum. The _ hereditary 
possibilities in these random meet- 
ings of the chromosomes formed the 
basic pattern for John Butler’s chor- 
eography . .. The tremendous re- 
sponse from educational institutions 
reassured -us.” 


| 


After thousands of years of migration and altera 
tion, the racial species as we now know them, de. 
veloped. Some people think less successful group: 
of those first men were pushed down into Australia 
where they were cut off from outside influences. 
These aboriginals have always been a geneologica! 
mystery because they bear traits of all three other 
racial groups, and might be nearest to what those 
original men looked like. On the floor of CBS’s 
largest studio we painted a block-long map of the 
world. Shooting down from the grid, we saw the 
black shapes of dancers “migrating” across the 


world. The dances of the aborigines were prob- 
ably more interesting to our “live” dancers than 


what they were called upon to do. However, by 
juxtapositioning this “live,” abstract technique 
with the emotional realism of the film, we had a 
new form to experiment with further. 

Since the direct focus of our show is trained on 
the work of our guest scientist, he is the logical 
one to lead us in and out of our story. In his per- 
formance, he speaks simply and directly and surely 
from his experience. Combining this directness 
with little dramatized sketches seemed ludicrous 
when straight historical story telling was needed. 
There was a problem in showing the Inea gold- 
treasure in the Museum collection. We had first 
to tell the story of the Spaniard’s conquest, kidnap, . 
and murder of the Inca emperor, Atahualpa. Since 
we had used rear_screen slide projection often, we 
looked for a way to introduce movement along 
with it. The result was a shadow-play, using the 
silhouettes of dancers. It was an abstract technique 
for realistic story telling. Paul Curtis’ American 
Mime Theatre seemed a perfect group to work with 


us on such a project. We have since done a number 


of shows acting out realistic stories by projecting 


dancers’ movements against a screen. During those 


first shows, we experimented with the infinite pos- 


by simply changing or superimposing slides. Some- 


(continued on page 79) 
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photos by Peter Basch 


At left: “The dancers ‘played’ 
chords and melodies on a huge key- 
board as we discussed the familiar 
eight-tone scale and the new sounds 
of half and quarter. tones.” Above: 
Samuel Barber was commissioned to 
write the music for a work using: 
the ancient instruments found in the - 
Museum’s vaults. John Butler did 
the choreography for Mary Hinkson, 
Glen Tetley (above) and himself. 
The dance, called “Adventure,” is 
scheduled to be included in future 
Butler concerts. 
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Tracing the line of dance action in TV's short history 


TELEVISION IN 


¥ 


RECENT YEARS 


BY ANN BARZEL 


It is not a very long time from the days of the 
five-inch dancer moving around in the one-camera 
studio to the today of the “spectacular,” designed 
for a dozen dancers in color on a 27 inch screen. 
But television dance. has come a long way in the 
past half dozen years. 


Pioneer viewers (pre-war) can remember long — 


rides to the experimental station on the outskirts 
of town just to see on a monitor the miracle of a 
dancer trying to fit a number into the tiny square 
in front of a static camera. A special and grue- 
some make-up was needed to make the face dis- 
tinguishable from the decor. 
‘Then came the postwar TV boom. You could 
eo to the nearest ‘tavern instead of to the broad- 
casting station (which had moved into town) and 
tarry over a lemonade to catch a glimpse of a 
dancer. Many a Third Avenue patron saw through 
a haze the Sy¥tphides who were willing to dance 
eratis when the baseball games were over. | 

‘There was no inter-city cable and only local 
shows were available a limited number of hours a 
day. Most performérs worked gratis on sustaining 
time. The smart boys and girls were giving their 
services so as to be in on the ground floor when 
the new form ripened. (The pay-off was that when 
sponsors did turn up they wanted big names and 
the experienced pioneers were often left high. dry 
and bitter.) 

Among the early shows was a Ford Foundation- 
sponsored program of original ballets by Michael 
Kidd, Mary Jane Shea and others. | 


Dancers were the favored entertainers in early 


TV. Singers and comedians could be heard on. 


radio. There was a realization that television re- 
quired something completely visual. As five, seven 
and ten inch screens entered the homes of the 
nation and the coaxial cable carried programs 
across the country, there was a flurry in the enter- 
tainment field. The variety show with song. dance. 
comedy and skits multiplied on the air waves. 
Dancers swarmed to the television studios with 
bright ideas. Many youngsters were given chances 
to try their hands at choreography. Choreogra- 
phers, directors, cameramen tinkered with the new 


medium trying out new ideas -— lens effects. — 


montages, multiple images, gimmicks. 

By the early 1950s there were a score of shows 
emanating from New York and Chicago in which 
dance played a big part. There were Cavalcade o/ 
Stars, 54th St. Revue, Front Row Center, The 
Morey Amsterdam Show. Givot Varieties, Versatile 


Varieties, Cavalcade of Bands, Music, Room, The 


Ed Wynn Show, Music in Velvet, The Little Show. 


Toast of the Town, Show of Shows, Inside U.S.A.. 
The Milton Berle Show. Garroway at Large, The 
IFayne King Show, The Fred Waring Show. 


Celebrity Time, Star Time, Four Star Revue, The - 


Jack Carter Show, The Ken Murray Show, Stop 
the Music, Break the Bank, Your Hit Parade. 
What's My Name, This is Show Business, Holiday 
Inn, The Paul Whiteman Revue and many more. 

John Butler was choreographer of the 54th Sv. 
Revue, Blair and Dean appeared regularly with 
Morey Amsterdam. Frank Westbrook made_ the 
dances for the Paul Whiteman Revue and June 


Graham and Donald Saddler brought sparkle and: 


originality to Holiday Hotel. Dorothy Jarnac ap- 
peared with Garry Moore and Don Liberto and 
Kathryn Lee were on Star Time. Nana Gollner ap- 
peared on The Red Skelton Show. Lee Sherman 
was dance director for the Wilton Berle Show and 
Roye Dodge made the dances for the popular Jack 
Carter program. Catherine Littlefield was choreo- 
erapher for the Four Star Révue. Nadine Gae was 
with the Fred Waring Show and Zachary Solov. 
Peter Hamilton, Rod Alexander and Bob Herget 


appeared often with her. Later Marc Breaux be- 


came her frequent partner. Virginia Johnson wa- 
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choreographer for the Ken Murray Show and the 
June Taylor Dancers appeared at intervals with 
the Cavalcade of Bands. | 

Jack Haley had one of the liveliest shows on the 
air and a permanent fixture of the program was 
Bill Calahan, whose tap numbers on a platform 
became familiar and never dull—especially since 
they were excellently danced and enhanced by 
special effects. | 

The Ted Adolphus Dancers were regular fea- 

tures of the Haley Show and guest dancers appear- 
ed weekly including Eric Victor, Bettina Rosay, 
Harold Lang, Viola Essen, Beatrice Kraft, Betty 
Bruce, Janet Collins, Gemze de Lappe and Dean 
Crane and on and on. 
One smart lad who had danced in Broadway 
shows got himself two programs. Tony Charmoli 
made the dances for both Stop the Music and Your 
Hit Parade. At first the more imaginative job was 
for Stop the Music’s Variety Dancers, a talented 
group that listed Louise Ferrand, Marian Sanders. 
Jeanne Jones and Stanley Simmons. 

Charmoli immediately manifested a talent for 
projecting mood. He was expert at creating an il- 
lusion of depth and distance. His Jn the Still of 
the Night and Haunted Heart still linger in memo- 
ry. On Your Hit Parade Charmoli worked with the 
team of Bob Fosse and Marian Niles as well as 
with the group which included Virginia Conwell. 
Carmina Cansino and Nanon Millis. 

Originating in Chicago was a casual style and 
a gay and original use of gimmicks that made of 
television a creative art form. The Garroway-at- 
Large Show included dances produced in a de- 
lightful manner. Edith Barstow was choreographer 
and the dancers were Charles Tate and Margaret 
Gibson, later replaced by Jimmy Russell and Aura 
Vinio. As the networks moved the show eastward 
the style was lost. 

ton Fletcher was choreographer for the All Star 
Revue. James Starbuck did some work on Inside 
USA, but his major chore was with Max Liebman. 
for whom he had worked in Camp Tamiment in 
Pennsylvania. Liebman had long favored dancers 
in the revues he had produced for the vacationers 
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and he has shown a predilection for hiring the 
same people now that the jobs pay real money. 
Otto Ullbrecht and Meta Kranz, ex-Trudi Schoop 
dancers who had found a haven in Tamiment one 
summer, later blossomed out as Mata and Hari 
and became standard stars on Liebman’s Show of 
Shows. 

Starbuck had been with the Ballet Russe, and 
his group on the Liebman show always included 
a number of ballet company dancers —- Margaret 
Banks, Pauline Goddard, Vida Brown, Wallace 
Siebert, Richard Reed, Boris Runanine and later 
Nina Popova, Helen Kramer, Shirley Eckl, Miriam 
DeMar, Robert Lindgren, Dick Beard. For a long 
time_ one of the most distinguished girls in the 
group\was Marian Sanders, with her distinctive 
long, straight pony tail, beautiful legs and exciting 
dancing. 

Starbuck's Ballet Russe background stood him 


in. good stead in some of the excrutiatingly funny 


ballet parodies he made for Imogene Coca. Swan 
Lake, Giselle, Scheherazade, Sylphides, Sleeping 
Beauty (who kept falling asleep) all hewed to the 
authentic choreography. Coca’s most hilarious 
ballet satire was Afternoon of a Fawn, in which 
she appeared with William Archibald (ex-Weid- 
man dancer who later turned playwright and con- 
verted Henry James’ Turn of the Screw into the 
successful The Innocents.) 

Max Liebman’s Show of Shows, which was re- 
tired last year, regularly showed dancers Mata and 


Hari, Nelle Fisher and Jerry Ross and the Hamil- 


ton Trio. In its last seasons Bambi Linn and Rod 


Alexander were headlined. This TV show had dis- 
tinguished guest dancers Toumanova, Franklin. 
Tallchief, Anita Alvarez and Alicia Markova. The 
latter surprised her public by being an excellent 
mistress of ceremonies as well as a classical dancer. 
More recently, Rod Alexander, who with Bambi 
Linn forms one of the most delightful dance duos 
on the air, continues as the successful choreog- 
rapher for the latest type of. television fare 
Liebman’s Spectaculars. 

The Toast of the Town has probably introduced 


more dancers to every town along the coaxial cable 
(continued on page 62) 
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BRIEF BIOGRAPHIES: a monthly series about dancers you should know 


Photographs by Zachary Freyman: Text by Saul Goodman 


YURIKO 


Born in San Jose, California, Yuriko is an American of Japanese descent. At the age of six, 
she took acrobatic lessons for one month until her mother, anxious for her daughter to have a 
professional career, enrolled Yuriko with a local ballet teacher. When she was nine, she went to. 
Japan, where she continued her general education, and her dance classes. After a year of study- 
ing interpretive, ballet, and modern dancirfg at the school of Konami Ishii, she was invited to 
perform with her teacher’s company. With it she toured Japan for three months each year with 
a program which usually consisted of about 20 semi-classical numbers. She continued this sched- 
ule until, at seventeen, she returned to Los Angeles and enrolled with Dorothy Lyndall for furth- 
er classes in modern dance. She performed with Miss Lyndall’s Junior Dance Company and made 
guest appearances at U.C.L.A. with the school’s dance group. 

During the war, she was interned in a relocation center near Phoenix, Arizona for one year. 
There, she taught ballet and modern dance to children from the ages of three to sixteen. She 
arranged and appeared in outdoor concerts with tickets selling for 5c each to very appreciative 
audiences. For this work, she was paid $19.00 per month by the government. She was delighted 
when the Phoenix High School invited her to perform in its auditorium. In September, 1943, she 
secured the government clearance necessary to leave Arizona, and bought a railroad ticket to 
New York. 7 

In New York, her first concern was to inquire about dance classes. Quite by chance she met 
Martha Graham who, impressed by Yuriko, suggested that she study at the Graham School. Un- 
able, for financial reasons, to manage it then, Yuriko worked as a seamstress and florist’s assis- 
tant, taking lessons when she could. Three months later, in January, 1944, she was awarded a 
scholarship to study at the Graham School. After a short period, she started to learn the reper- 
toire, and was soon dancing in performances with the Graham Company. The group performed 
that summer at Bennington College and in the fall, Yuriko danced her first role in a new work. 

Appalachian Spring. , 

| [In 1946, she was an Audition Winner at the 92nd St. “Y”. She gave a concert of ten solo 
numbers there and later at the Needle Trades High School. She taught classes and continued her 
concert work and in 1955 was cast in The King and |. Under the expert direction of Jerome Rob- 
bins, she added her particular talent and charm to the show's outstanding ballet The Small House 
of Uncle Thomas —- an oriental version of Uncle Tom’s Cabin. She considers her three years 

” with this show a very valuable experience. In February, 1954, she went to London with the Gra- 

.? ham Co., and toured England and the Continent for four and a half months. When she returned 

home in July, she taught and performed at the New London Dance Festival. 

. Earlier this winter, Yuriko appeared off-Broadway in Sophie Maslow’s choreography for the 
folk musical Sandhog. and in recent months has been dancing in John Butler’s choreography on 
television’s Adventure and Omnibus programs. She continues to take classes in both modern and 
ballet. Her ambitions are to improve her dancing and to raise young daughter Susan successfully. 
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PHOTOS AND TEXT BY ANN ZANE 


Richard Thomas, Jr. 


> 


n, does the crown hurt your head?” asks Richard in a backstage dressing room. 


“When youre a swan 
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2. Dinnertime at home — in a garden apartment 
near New York's Central Park. Between seasons. 
the family often visit the grandparents’ farm in 
Kentucky. “Here Richard runs wild with his 
many small cousins and gets real babyish,” re- 
ports Thomas, Sr. Father planned to study 
medicine, switched to ballet during college. 
Parents met when dancing with Alicia Alonso's 
company in South America. 


An unrecorded associate of New York's 
City Center Ballet is three-year-old Richard 
Thomas, Jr. Almost since his birth, his 
parents, Barbara’ Fallis Richard 
Thomas, members of the company, have 
included him in their professional life. 
This means that Richard goes where they 
go — to rehearsals, performance and prac- 
tice sessions. They find they are happier 
when together. 

During the company’s run, including 
the current one at the City Center, he can 
be found watching the stage, perched 
atop a high stool in the wings. He has 
learned perfect back-stage manners and is 
a favorite with the entire company. 

Richard is a happy. imaginative child. 
He sees and enjoys his ballet parents more 
often than most children of working 
couples. And this spring, he will travel 
with them and the company throughout 
Europe, on the heralded tcur that starts 
with a week at the Paris Opera. We think 
Richard will enjoy that, too. (over) 
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3. Richard enjoys the crunch of the rosin box with his mother. It’s fun, like 
ballet, but music is more important. “That's-God talking.” he says. when 
listening to Tschaikowsky. 


4. “Inder the bridge.” shouts Richard. He joins his parents for ad moment of 
fun after a practice session at the School af American Ballet. Left is Jean 
Gavin, another member of the Center's corps de ballet. 
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BALLET BABY 


5. Naptime during matinee days in the men’s wardrobe room includes 
Diana, the family Dane. 


6. A favorite question: “Who are 
you going to be tonight, Daddy?” 


i. “Where’s your nose, Richard?” | 

teases one of his many _ ballerina 

“mothers.” Cavorting with Richard ° 

is a preferred backstage pastime. 
Richard also likes to feed his squir- , 
rels and play with his friends in 
Central Park. | 
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8. The mysterious shapes of the 
Swan Lake costumes in the ward- 
robe room — a magical place before 


curtain time. 


9. A ballet pose unconsciously 
creeps into Richard's playtime at 
home. “Now, I’m a kangaroo. See 
my pouch,” he says. 


THE END 
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Celia Franca, Director of the 
National Ballet of Canada as 
Myrtha, Queen of the Wilis 
in “Giselle.” The company, 
under the auspices of William 
Morris. is currently making-a 
cross-country tour of the U.S, 
and appears at the B’klyn 
Academy of Music, March 13. 


} 


The Smiths 

Kay Ambrose, author of this article, is Artistic 
Consultant of the National Ballet of Canadu, 
as well as a famed British artist and author o 
such books as “Ballet Lovers Companion” and 
“Ballet Lovers Pocket Book.” The National 
Ballet of Canada and the Royal Winnipeg 
Ballet (currently recouping after a disastrous 
fire that destroyed most of its effects) are 
Canada’s foremost ballet organizations. 


> 
F ‘ 
. 
ii 
i] 
4 
z 
Re 
3 
& 
I 698 
~ es 
SSS x 
i 
| 
be 
3 


THE NATIONAL BALLET 


CANADA 


BY KAY. AMBROSE 


The first thing that the theatrical-minded person 
discovers about Canada is that her audiences are 
not too easily impressed. The big cities have seen 
major ballet companies from abroad, and_ the 
smaller and more remote towns’ have seen ballet 
films and are not to be taken in by amateurish 
dance shows, even when these are accompanied by 
what a famous archeologist once called: “copious 
libations of exuberant verbiage.” Canadian audi- 
ences prove again that grim old rule — that al- 
though patriotic fervour may accomplish many 
excellent things it will not fill the commercial 
theatre unless flanked by first class entertainment 
value. The Canadian public is no different from 
any other in that it will donate generously and 
willingly to a patriotic cause; but it cannot stomach 
an evening of boredom at an entertainment with 
the sole consolation that it is Home Grown and 
Should Be Supported. It is an audience which de- 
mands the best, and the Canadian men and women 
who support ballet know of no reason why the best 
should not be provided. — | 

The inspiration to organise The National Ballet 
of Canada germinated during the first Canadian 
visit in 1949, of Sadler’s Wells, the major British 
company which has achieved world fame (in spite 
of difficulties in early years when the prejudice of 
British critics against British dancers did nothing 
to help their struggles!). Dame Ninette de Valois 
was approached and gave it as her opinion that a 
Canadian ballet company could succeed provided 
that it were national in character, with dancers 
drawn from right across the Dominion, and that 
it had the right direction. Through her the services 
of Celia Franca were enlisted, in the first instance 
to survey theatrical and talent potentialities in 
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Canada: and in the second (subject to Miss 
Franca’s pronouncement on the general position 
heing favourable) to organise a ballet company. 
Miss Franca held forth conditional hope. and the 
plunge was taken.. The persons responsible now 
form the nucleus of the governing Board of Di- 
rectors which operates the company, and the young 
dancers —- chosen by Celia Franca during her 
first coast-to-coast talent hunting tour —- form the 
nucleus of the present company itself. 

These, in brief, are the combined circumstances, 
inspirations and personnel which gave rise, to the 
National Ballet of Canada; a company which, al- 
though only now entering its fourth year of exist- 
ence, boasts an impressive and variéd repertoire. - 
its own galaxy of stars, an elegant corps de ballet 
and a highly satisfactory press-book. 

Now this is no mean accomplishment, and in- 
case anyone should think that because of the speed 
with which it has developed, the task has been 
easy, here are a few of the problems which faced 
the gallant originators of the National Ballet. 

Problem #1 is simply stated. Just take a look 
at the map of Canada and imagine touring a full 
ballet company from Vancouver to Halifax. How 
does one pay the travelling expenses alone? Obvi- 
ously this item could not be met by box-office tak- 
ings alone, even by using the profits in the larger 
cities to defray the cost of visits to the smaller 
ones. To reduce the size of the company. would be 
to defeat the main purpose of the enterprise. The 
problem was met with commendable strategy. and 
the National Ballet Guild of Canada was formed. 
It has members right across the Dominion and is 
always enrolling new ones, whose self-imposed 


task is to raise money for and promote interest in 
(over) 
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Above: The Witch Boy and two Witches in “Barbara 
Allen:” Lower left: Lois Smith and David Adams 
in “Lilac Garden:” Lower right: Scene from “After- 
noon of a Fawn.” 
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the company to help with expenses and maintain 
it at a high standard. This object is carried out 
through the astonishing energy and devotion of 
countless local committees. 

Problem #2 also took earnest consideration. 
Having arranged the tour and duly wangled the 
expenses, what was the company going to perform 
in? For it seemed that in the length and breadth 
of Canada there were only three cities with. thea- 
tres which could expect to accomodate a full size 
touring show. It seems that many years ago there 
was a considerable touring circuit possible in 
Canada, which was then regularly frequented by 
American companies of some size. Came the de- 
pression, however, and with it a prolonged cessa- 
tion of theatrical activity, with the result that 
Canadian citizens pulled down their theatres, or 
turned them into cinemas or markets, and live 
shows became a thing of the past. Since the visits 
of the National Ballet, at least three towns have 
announced their intention of building new thea- 
tres and —- who knows? — that useful touring 
circuit may be humming again before too long. 
after 30 years or so of silence. 

In the meantime, it doesn’t take a professional 


theatre promoter to pinpoint the problems in- 


volved in the present situation. Not only does it 
mean that you have to have a company and pro- 
ductions which can expand and contract to suit 
a school auditorium, an opera-house or a vast 
sports arena; that you have to have a stage man- 


ager who combines the patience of a martyr with 


the ingenuity and adaptability of a more infernal 
character, but it also means that the simplest the- 


_atrical phenomena — operating a curtain, purchas- 


ing a stick of greasepaint, repairing equipment —— 
is likely to be regarded as an unheard-of innova- 
tion by the local inhabitants, and probably almost 
impossible to achieve. 

Another problem which is difficult to describe. 
dificult te solve, but which is again familiar to the 
theatrical promoter, is to be encountered in those 
towns where well-meaning “groups” have been 
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NATIONAL BALLET OF CANADA 


“raising interest” in ballet by mounting amateur 
performances in professional guise. Townsfolk who 
have been subjected to these experiments will al- 
most always prove to be extremely suspicious of 
ballet as an entertainment; whereas centres which 
have only seen school recitals, or no ballet at all. 
need no coaxing to become enthusiastic supporters. 


Fortunately, however, real news needs no in- 
troduction anywhere, and the young company (the 
average age of its members is twenty) made news 
wherever it went. Canadian newspapers have been 
behind the company in a solid block: right from 
the start, and their enthusiasm and assistance has 
been invaluable in establishing the real value of 
the National Ballet with the Canadian public. Two 
coast-to-coast Canadian tours have now been com- 
pleted, the ballet company doing its best to visit 
and give performances in any town which wants 
to see it. Under the present system of operation, 
it is up to the town itself to “invite” a visit from 
the ballet, and — if the ugly geographical problem 
lifts its head —-.to defray some of the costs by 
local fund raising. | 


The National: Ballet dancers are not snobs and 


they enjoy pioneering, especially as the most en- 
thusiastic audiences are often to be found in com- 
paratively remote industrial or agricultural centres 
where the citizens have no occasions to develop a 
prejudice, for example, against men dancing, and 
are quicker than the average big-town dweller to 
appreciate the precision, agility and hidden mus- 
cular control of the ballet dancer. 


Having thus established itself in Canada, it was 
with some trepidation that the Canadian company 
surveyed its first visit to the States. Would their 
stars and productions appeal to American taste? 
Ted Shawn provided the first opportunity for a 


try-out, and about half the company visited Jacobs 
Pillow Dance Festival in the summer of 1953. They | 


were accorded a warm welcome, and forthwith 


decided to extend their 1953-54 cross-Canada tour - 


to include a section of the northern United States, 


(over) 
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playing Buffalo, Detroit, Milwaukee, Minneapolis 
and Seattle. This time press notices ranged from 
warmth to raving acclaim, and the Canadian 
‘dancers enjoyed the responsive American audiences 
‘to the full. At the time of writing, the National 


Ballet has embarked on its 1954-55 tour which will. 


begin in central Canada and include visits to 
Chicago, Detroit. Buffalo, Philadelphia, New 
Haven, Hartford, Brooklyn and .Boston. 

Having skated with some rapidity over the main 
achievements of the company, perhaps it would 
now be of interest to touch on some of the less 
material but probably more important aspects of 
the organization; for example, its general policy. 
This was principally to employ Canadian artists. 
who had hitherto been obliged to leave Canada to 
obtain professional employment, and through them 
to provide first class cultural entertainment for au- 
diences at home and abroad. This may sound sim- 
ple enough, but a little consideration will show how 
much faith the organisers of the ballet company 
reposed in the initial judgement of Celia Franca. 
on whose word that talent did exist and could be 
developed such astronomic sums of money were 
placed in jeopardy! : 

Celia Franca is. an amazing personality and 
Canada is both lucky and shrewd to have secured 
her services and loyalty. A brilliant dancer in her 
own right, and an experienced producer and chore- 
ographer, she also possesses the power of leader- 
ship which makes her able to discharge the com- 
bined role of Artistic Director and premiére dan- 
seuse with absolute harmony. She is also capable 
of details which no ballerina is supposed to be 
unselfish, enotiigh to consider. She teaches her 
dancers those little subtleties of stagecraft which 
the veteran usually keeps secret. and lets the novice 
discover by bitter experience. Naturally. the danc- 
ers in her company can see themselves improving 


The Smiths 


U/pper: “Gala Performance” with Angelica Leigh, Lois Smith 
and Irene Apine as the Russian, Italian and French balle- 
rinas. Below: The Slaves in the Polovetsian Dances from 


“Prince Igor.” 


and this makes the strongest bond imaginable be- 
tween them. Miss Franca also runs the National 


Ballet School in Toronto every summer and has the 


satisfaction of seeing the enrollment increase an- 
nually; it now draws students from as far afield 
as Bermuda. 

But Celia Franca’s prime satisfaction must be 
the company itself, with its stars and an increasing 
number of young soloists. Next to herself, there 
is no doubt that David Adams is at present the 
most sensational member of the company, being 
a broad-shouldered young man of six feet and 


great charm and versatility, who has such a fabu- 


lous power of elevation that people have not in- 
frequently been found surreptitiously peering into 
his shoes “‘just to see if there were any springs . . .” 
Lois Smith, a long-limbed beauty from Vancouver. 
has had considerable personal success in the dif- 
ficult role of Odette-Odile in the four acts of Swan 
Lake, partnered by David Adams; she also gives 
an outstanding performance as Caroline in Antony 
Tudor’s Lilac Garden. Irene Apiné, a Canadian 


Latvian from Halifax, -also performs Odette-Odile 


and has a nice collection of laurels for her inter- 
pretation of Swanhilda in Coppélia; in both these 
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ballets she is partnered by danseur noble Jury 
Gotshalks, who also makes a hit in the role of the 
lurid Preacher in Barbara Allen. Amongst the 
young soloists, particularly to be noted are Angela 
Leigh, Lillian Jarvis, and Colleen Kenney; Earl 
Kraul, Ray Moller and Grant Strate are also way 
up the ladder. Robert [to is particularly notable 
for his performance of the bouffon’s dance in Nut- 
cracker which seems to leave the audience far more 
breathless than he is. | 

The company’s repertoire is firmly based on the 
classical ballets, a selection from which are in the 
company s present touring repertoire. As produced 
by Miss Franca they are anything but stuffy, yet 
preserve those qualities which have made them 
endure and retain their appeal for so long. It was 
the success of the company's production of Act I] 
of Swan Lake last season which encouraged them 
to produce this masterpiece in its entirety, with all 
four acts, for this year — a bold step which looks 
as though it will pay handsome dividends. 

Contemporary classics are represented by 
Tudor’s Lilac Garden (in which Celia Franca plays 
the part of the Other Woman, her original role 
with the celebrated Ballet Rambert when Tudor was 
a member of that company in England just before 
the war); Gala Performance; in addition Offen- 
bach in the Underworld, Antony Tudor’s latest 
production for the company. which contains the 
only really business-like can can I've ever seen on 
the stage, and is already a spectacular hit —- and 
which, in keeping with most Tudor ballets, gives 
every member of the cast his or her special chance 
to shine. Barbara Allen. with a plot based on the 
old ballad, is an example of an all-Canadian ballet 
with choreography by Joey Harris and specially 
composed music by: Louis Applebaum. The Na- 
tional Ballet’s Musical Director is the talented 
young conductor, George Crum. 
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In conclusion, my own presence with the com- 
pany is due to the fact that [ visited Canada in 
1950 to gain Celia Franca’s assistance with a small 
technical book on ballet. [ arrived just in time to 
see the first performance of the National Ballet. 
And who can resist an association, at its inception, 
with a concern which is obviously bound for a 
career of artistic importance? Not I, certainly. 
And when the Ballet Guild asked me to remain in 
Canada in an advisory capacity, | did so: and in 
the light of past experience | have watched a 
large number of ballet companies grow from close 
quarters — I can safely affirm that the speed at 
which this young company has grown and devel- 
oped is nothing short of miraculous; that there is 
nothing to indicate that they will not continue 
along the same lines: and that one may with im- 
punity predict that they will reach international 
importance in a very short time. THE END 


Below: Irene Apine, Jury Gotshalks and corps de ballet 
n “Swan Lake. 
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THE BALLROOM 


BY ALBERT AND JOSEPHINE BUTLER 


Within recent months, a new phenomenon has 
been observed in some of the New York City dance 
spots frequented by ballroom dances “avant 
garde. To the accompaniment of .an unmistakable 
musical rhythm, with a haunting. lyric melody. 
couples move in a distinctive style, their. somewhat 
staccato steps punctuated by an undulant hip move- 
ment marked by a slight inward dipping of one 
knee. 

This is the Merengue, originally a folk dance of 
the Dominican Republic, which later became a 
dance of the salon there, and: has long enjoyed 

popularity as the foremost social dance of that 
country. In recent years, with the upsurge in tour- 
ism, visitors to the Dominican Republic have in- 
creasingly fallen under the spell of the dance. 
While the Merengue has been taught and danced 
sporadically in New York for some years —— indeed 
ever since the West Indian rhythms gained such 
favor —- it is only recently that a definite trend 
‘has appeared toward popular acceptance of the 
Merengue as a part of our social dance repertory. 

There are many legends surrounding the origin 
of the Merengue. The most poignant perhaps, tells’ 
of the shero of a century and a half ago who ,re- 
turned to his native province with a' wounded leg 
from an island war. There was a feast in his honor. 


DANCE Magazine, in cooperation with the Dominican 
Republic was responsible for the January meeting at the 
Butler studio, of a group of ballroom dance teachers who 
studied the new dance craze, the Merengue. Taking notes are. 
front row John Lucchese, Alice Swanson, Harold Halliday. 
Josephine Butler; second row: Albert Butler, Don Byrnes, 
Thomas Riley, Augustus Weber and John Phillips. 


and as the warrior joined in the dancing, he mov- 


ed with a limp — and so, with exquisite courtesy, 
his compatriots modelled their movements upon 
his —~ and so the Merengue was born. 


With its basic musical rhythm and @haracteristic 
dance style, the Merengue possesses the elements 
requisite for a lasting social dance. Because of the { 
potential importance of the Merengue in our Social 
dance repertory, and in the interests of presenting 
a unified version for teaching purposes, it was 
our privilege to invite several leading New York 
City ballroom dance technicians to observe a dem- 
onstration of Merengue by native Dominican cou- 
ples. These teachers have been teaching Merengue 
for some time past — having sensed the possibili- 
ties of this Caribbean rhythm. The basic steps and 
variations which are presented here — as a basic 
teaching version -— are a concerted opinion of this 
technical committee, members of which include i 
Don Byrnes, John Lucchese, John Phillips, Thomas 
Riley and Augustus. Weber. a. 

The Merengue has often been referred to as the R 
Dominican One Step. It also could be described as | 
a Rumba Paso Doble. However, with its character- : ' 
istic spot turns and hip controlled steps, the Me- | y 
rengue must be regarded as a spot dance, in con- —_sY. 


Th), wee. COA 


trast to the round-the-room travel action of the D, 
One Step or Paso Doble. | : 
| Er 

D- 


pea Vee 
| 


| 
The consistently alternating steps of the Me- 
_rengue are taken on the two evenly timed beats of 
the 2/4 measure. A hip undulation, comparable to 
Kumba, dominates each change of weight. Al- 
though the musical timing is even, the percussive 
accent is héavier on the first beat than the second. 
The Rumba body action, in following this accent, ‘ 
makes the first step (man’s left foot — lady's right 
foot) the main travel step, followed — on the sec- - 
ond beat —- by an inward bent knee drag.- This 
lame-legged effect, while characteristic, is often } 
unnecessarily exaggerated. While in 2/4 time, typi- 
cal Merengue music — lyrically and dancewise — ; 
usually spans two and four measure phrases. Thus 
step patterns fit naturally into sequences of four 
or eight counts. : 
In response to the already considerable demand, od 
many excellent records are available in 45’s, 78's an 
and L P’s. Victor and Ansonia are especially well 
stocked. 7 The Merengue Basic Side Step. The soft knee action is 
Merengue records are almost identical in style typical of the Merengue style. 
and tempo. The following records are listed be- | 7 | 
it cause they are good on both sides for teaching and | 
_ dancing and should prove most satisfactory. 
| VICTOR 
Que Merengue Damiron 
Compadre Pedro Juan 23-6415 Damiron 
| Te Lo Dije 23-6546 Brunito 
Precaution 23-6946 Brunito 
Merengue Nacional 23-6515 Brunito 
Si Lola Me Da La Nena 23-6515 Brunito— 
Dorotea. 23-6545 Brunito 
El Conquistador 23-6545 Brunito 
ANSONIA 
Macario y Felipo 2078 Viloria 7 
A Lo Oscuro Viloria 
Recuerdos de Infancia (Part 1) 5467 Valladares 
Recuerdos de Infancia (Part 2) 5467 Valladares ; 
Loreta 5286 Viloria 4 
Vete Lejos 5286 Viloria 4 
El Jarro Pichao 5322 Viloria 
Hatillo de Palma 9322 Viloria : 
Yo Baila con Josephina 5314 Viloria 
Dora 5314 Viloria 
| Amorios 5310 -Viloria 
| Turnaway Position in Merengue Promenade 
(continued on next page) photos by Walter: 
| 
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a St? Challeng 


AMmost [; he Magic! 
BALENCA TIGHTS 


Made of the miracle Helenca yarn 
(nylon with the special patented 
construction that stretches for your 


cofnfort). 


— and — 
Challenge proudly repeats: 
FIRST WITH THE DISTINCTIVE 
-FULL FASHIONED 
RUN-PROOF CONSTRUCTION 


®) REG. PEND. 


ELASTIC NET HOSE 


Fashioned of special nylon 
elastic net for greater dur- 
ability and elasticity. 


STYUNG 
| SLENDERIZING 
BEAUTIFYING 
Sold and CHALLENGE PRODUCTS, INC. 
the name of your nears; WEST 18th ST. -:- NEW YORK II, N. Y. 
dealer write to Mfrs. of Dance & Stage Wear 


{Oni Only $2.50 per month 


- MARLOS BALLET RECORDS 
NEW RELEASE 


oa The Music Box. 
| Age Group 3-7 
$1.69 Free Dance Routine @) 
WRITE FOR FREE CATALOGUE 
No.C.0.D.'s 
MARLOS BALLET RECORDS ‘83-83 118th Street. Kew Gardens 15, N. Y. 


(continued from page 53) 


FIG. | — BASIC SIDE STEP 


(no diagram ) 


Swd 


i Draws to L F 
Repeat to Ct 8 


FIG. Il — MERENGUE PROMENADE ROCK 


(no diagram) 


Illustration 3 shows turnaway position at Ct 5 


Crosses through — Lady 
same 
_ joie ae Twd L F (not closing) with 
Merengue hip rock to R F 
in place 
Close to — slightly 
/ R F in turnaway pos (Lady 
same with R F) 
6 ........ Change weight to R F — in place 
eS Swd — as at Ct 3 
_ R F ......... Twd L F (not closing) with 
Merengue hip rock to R F 
in place — same as Ct 4 
Repeat 
* FIG. Il — BASIC LEFT TURN 
(Diagram A) 
lites R F ......... Slightly Fwd — turning Lt 
......... Draws inward Twd L F 
Diagram A 
START. 
FIG. IV — RIGHT SPOT TURN 
(Diagram B) 
............ 
. Draws inward. slightly 
turning Rt 
.. Fwd on circle 
4 | ane Draws inward — turning Rt 
Fwd on circle 
6... R F ......... Draws inward — turning Rt 


Spot turn can be continued 
ad-lib — closing on any ‘4 
or 8 count 
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FIG. V — THE PINWHEEL 
(Diagram ©) 


Balancegftwa to R F 

LP 

Recs Balance Fwd to R F 
turning Lt 

5 Fwd 

Balance Bwd.te RF 
turning Lt 


Balance Fwd to RF 
turning Lt 


turning Lt 

l? RF to L F 


Diagram 


THE END 
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A SALLY 


says BEN 


BEN & SALLY combine to bring you speedy”* personal- 
ized service and fine quality dance footwear and acces- 
sories. Everything to suit the dancer's needs...for all types 
of dancing. Write Dept. BSM 355 for complete catalog. 


*Your order is on its way the very same day it is received. 


Style 750 
PLEATED TOE 
STUDENT BALLET 
Short sole 
with pleated toe, 
excellent for beginners... 
White, black kid; 


DANCE FOOTWEAR & ACCESSORIES 
LZ $450 


1576 BROADWAY AT 47th ST., N.Y. AGENCIES IN PRINCIPAL CITIES 


WATCH YOUR STUDENTS PROGRESS 
with THE GRADED SYSTEM 


by Carolyn Parks 


Full four-year course in ballet by a noted teacher 
In convenient booklet form — ONLY $1 25 (We pay postage) 


Send remittance to 


DANCE Magazine New York 19, N. Y. 


23! West 58 Street 


staf} photograph 


Dance Portraits and Photographs ZACHARY FREYMAN Magazine 


FLAWLESS TECHNIQUE IS 
YOURS. zi: 


ELEMENTARY FULL POINT TECHNIQUE 
INTERMEDIATE FULL POINT TECHNIQUE 


Ballet fundamentals and fine points clearly described 
. inspiringly illustrated by famous dancers. 


$2.50 each . . . both for $5.00 (hard cover) 


Eileen O’Connor’s { 


[] Here's $5.00. Send me both books 
[] Send me the Elementary only ($2.50) [] Send me the Intermediate only ($2.50) 


City Zone 


New York 19 


DANCE Magazine 231 West 56 Street 
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TAP BALLET ACROBATIC BALLROOM CHARACTER TANGO RHUMBA ORIENTAL HAWAIIAN 
No. I—Medley — Peggy O'Neil, No. 20—Sleepy Time Gal No. 37—Sailor's Hornpipe ................. 
Little Annie Rooney, Me And My Shadow .. Peas, Medley—lIrish Washerwoman—Kerry Dance R 
meycle No. 21—Marie No. 38—Whistle While You Work 
‘No. 2—Exactly Like You 12th Street Rag 
Medley qua Hap Hap Dinah... You Are My Lucky Star 
Good Morning Bye Bye Blues 
No. 40—Vienna Life 
No. 3—Parade Of The Wooden Soldiers R No. 22—Amor (Tchaikovsky) | SM 
Anchors Aweigh a 
No. 23—Sleeping Beauty Waltz . 
Stars And Stripes Forever No. 4I—Sleeping Beauty Waltz | SM 
j | Dance Of The Hours 
Waltz Of The Fiowers . SM 
No. 5—Blue Skies Chopin’ s Prelude — Opus 28, No. 7 _ SM 
Know Theat You Know | No. 43—Schon Rosmarin 
No. 25—Qui Vive Galop . 
Who Rustic Dance ........ SM 
No, 6—Honeysuckle Rose | R Grande Valse Brillante ......... _ SM — 
Coquette Valse (Chopin) _ SM No. 45—Jalousie (Jealousy) 
Rosett 
No, 27—A Pretty Girl Is Like A Melody Fire 
No. 28—It Had To Be You R The Chapel ta The 
‘No. 8—For Me And My Gal : 
No. 29—Faust Ballet (Dance No. 6) .......... _ Sn The Bells Of St. Mary's 
No. %—I'll See You Again — Charmaine | —e — —_ No. 48—Three O'Clock In The Morning | R 
Falling In Love With Love — Merry Widow Mazurka aR Strauss) 
No. 49—A Miniature Music Box SM 
Garrotin 
o. 3I—Les Cygnets (Four Little Swans) § 
No. 13—Lady Be Good - 5M No. MacDonald Had A Farm SM 
Waltz (M. Levitsky) Polly Wolly Doodle ... | SM 
No, 14—Basin Street Ball R-SM 
| No. 32—Coppelia ~ $M No. 52—Arkansas Traveler SM 
No. 15—Wedding Of The Painted Doll ES . SM ; | 
Doll D R | No. 53—Orchids In The Moonlight R 
No. 33—Water Lilies 
No. I6—1 Can't Give You Anything But Love The Water Bug rere 
Puttin = The Ritz Mat Dance (Also see No. 120) R No. Columbus 
It Don't Mean A Thing Tapatio) | ongomania .......... 
Can! 
No. 18—Louise Spanish Gypsy Dance My Little Grass Shack 
You Made Me Love You 
No. 36—Ballet Boogie R No. 58—Beyond The Reef 
No. 19—American Patrol . R Pavanne (Gould) Malihini Mele R. 
a Teachers! There is still time to join Russell Records FREE Routine a Month Club. | 


RECORDS 


P.O. BOX 328 
VENTURA 
CALIFORNIA 


On, these lwo pages will found a 


The World’s Largest and Most Complete Selection of Dance 


Simply send your name and address to the Russell Records home office in Ventura, 


California. 
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RECORDS 


P.O. BOX 328 
VENTURA 
CALIFORNIA 


t 


complte Off 


Records Made Specifically for Dance Teachers and Students 


CHINESE MODERN MILITARY INDIAN BATON #£=NOVELTIES SPANISH ... . AND OTHERS 


as, 

No. Scalawag No. No. 112—The Band Played On 

No. 60—Co-Ed On A Holiday .. ee ae No. 90—Caravan No. 113—By The’ Light Of The Silvery Moon 4 

No. 61—The Ghost Dance R-SM No. 9l—Petite Ballet | SM Poor Gutterfly 

No. 62—Rhythm In My Nursery Rhymes 

No. 63—In Our Little Wooden Shoes . 

No. 64—The Donkey Serenade No. 116—Five Foot Two, Eyes 

No. 95—The Land Of Make Believe . - ; | 

No. 65—On The Good Ship Lollipop R No. 

No. 96—Mickey Mouse's Birthday Party R Minuet in G (Beethoven) q 

No. 97—Woodland Nymphs SM No. 118—Pizzicati (Delibes) a 

No. 67—On The Sidewalks Of New York R : 

Gavotte 

es No. 98—The Sheik Of Araby a 

No. 68—Narcissus R No. 119—Yes Sir, That's My Baby 

No. 99—Ach Du Lieber Augustine 

No. (Clap Hands) No. 120—Jarabe Tapatio (Mexican Hat Dance). R 7 

No. 100—Jus' Vampin’ »......... | R 

No. 70—Dancing Tambourine .......... (also see No. 34) 

. ted Clock 

No. 71—Animal Crackers In My Soup No. 12I1—Tales Of The Vienna Woods 

No. 102—Ballet Barre Exercises . BB 

No. 72—Me And My Teddy Bear . R ; No. 122—Blue Danube q 

Plie et Releve a 

Hoop-Dee-Doo (Polka) No. 123—Yankee Rose 

No. 103—Ballet Barre Exercises BB No. 125—Merche 

Wyoming No. 126—Hungarian Dance No. 5 j 

No. 75—Dagger Dance No. 104—Ballet Barre Exercises BB No. 127—Happy Feet . 
Pale Moon Cou de Pied | No. 128—Pretty Baby 


° tt t Tend 
Sattement No. 129—Pizzicato Polka (Strauss) 


p 
asse Spinning Song 


| No. 130—Country Gardens 
No. 78—Tenemaha No. 105—Ballet Barre & Center Exercises BB 
Spanish Dance No. | 
Pas de Basque No. 13|—Baby Face 
No. 80—Joy Of Spring ............... 3 SM 
Jete No. 132—Whispering 
No. 8l—Inspiration Waltz Bourre Change Rese fade 
No. 82—Mary Had A Little Lamb No. 133--The Maske 
No. 106—Trick Or Treat WW... SM Dancing Doll 
No. R-SM No. 107—Copy-Cat Shadow _ R-SM No. 134—Dance Of The Seger Must Fairy 
No. 108—Santa Has His Eye On You .... . SM The Golden Wedding 
No. 109—Every Show Must Have A Finale .... R-SM No. 135—Shine 
You Gotta Be A Football Hero | On The Sunny Side Of The Street 
No. AB C Song SM No. Have A Pair Of Roller Skates R-SM Ne. 136—Dark 
No. 88—Punch And Judy Dance R-SM No. 11!—Only. In My Dreams SM Melody In F 
| 
R—Routines SM—Sheet Music BB—Ballet Book 


All Records, Routines and Sheet Music sold separately . . . Discount to teachers. 
If your dealer cannot supply you, write direct to Russell Records. | 
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PUBLIC LIBRARY. 


Catherine de Medici, 1519-1589, Queen of 
France, by. whose command Le 
Comique de la. Reine, the so-called “first 
ballet,’ was produced in Paris in 1581. - 


THE QUEEN 


Her Majesty was an expert dancer. Not 
only had she ordered the creation of history's 
first ballet but she had also taken part in it, 

The year was 1581 and the great hall of 
the palace was packed: with some ten thou- 
sand persons, nobles of France, envoys from 
foreign lands, individuals of importance. Under 
a canopy atone end of the hall the 
royal family, and around the walls, on floor 
level and balconies, the 


seated. The center of the 


reserved for the performers of Le Ballet 


Comique de la Reine. 


Catherine de Medici, Queen-Mother of 

France, had brought from her native Italy 

a love of dancing, of pageant, of spectacle. 

hut the culmination of those court presenta- 

tions which she fostered came with Le Ballet 

Comique de la Reine, for here the diverse 
ingredients of masquerade, mummery, danc- 
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THE YOUNG DANCER SECTION THIS MONTH PRE- 
SENTS THE THEME AND OPENING SECTION .OF 
“STAR PERFORMANCE”’ BY WALTER 
TEEN-AGE BOOK WHICH GIVES A BRIEF SUMMARY 
OF THE LIVES OF THE GREAT BALLERINAS OF THE 
| PAST AND PRESENT. REPRINT IS BY COURTESY 
PUBLISHERS DOUBLEDAY AND CoO.. 
RIGHT 1954. ILLUSTRATIONS USED HERE ARE FROM 
THE DANCE COLLECTION OF THE NEW YORK 


PROLOGUE AND CHAPTER | 


STAR PERFORMANCE 


THE STORY OF THE WORLD'S GREATEST BALLERINAS 


ing. declamation, and music were united in 
a single creation with a single theme. Here, 
for the first time, was an integrated theater 
piece which stressed, in the words of its 
choreographer, “a geometric arrangement of 
numerous people dancing together under a 
diverse harniony of many instruments.” True, 
it had its poetry, its singing, and its proces- 
sionals. It relied also upon spectacular effects, 
such as fountains, elaborate floats, and the 
air-borne ascents and descents (made possible 
by lifting machines) of brilliantly dressed 
mythological figures. But the story. itself—the 
myth of Circe the enchantress—-was most 
certainly knit together by dancing. 

More than three milion frances went into 
the mounting of Le Ballet Comique ide la 
Reine. It lasted for almost six hours,” ‘and 
during its course the glittering audience. be- 
held the Queen and noblewomen as Naiads 
posed on the golden steps of a fountain: 
Circe rushing in anger from her magic far 


den: the gorgeous entries of Mercury, Saf¥rs, 
Dryads, and others: a goddess whose chariot 


was led hy a serpent: golden cars drawn by 
sea horses: Jupiter descending from heavén: 
and still further miracles of theatrical purpose 
devised by the ballet’s designer, Beaujoyeulx. 

Not only France but also the rest of Europe 
(Catherine had seen to that) knew about the 
splendor of Le Ballet Comique de la Reine, 
and it became something of a model for sub- 
sequent productions and for opera and true 
ballet of the future. But this is history in terms 
of form, of choreography. What of the per- 
formers and their dance aptitudes, their styles, 
their etiquette? 

The Queen herself was a dancer who would 
not even permit a period of mourning to inter- 
fere with her pleasure. She participated in 
many court ballets along with her ladies, and 
we are told that their dainty actions and twink- 
ling feet caused delight’ among the courtiers. 
And because the art of ballet at its start was 
guided by a Queen and her noblewomen, it 
followed that courtly behavior influenced the 
new art. Goddess-like characters from myth- 
ology, celebrated figures from history, or the 
choicest’ of virtues (in allegory) provided 
suitable roles for royalty, and the gracious 
eurtsies of the court, deportment of a refined 
nature, and aristocratic bearing colored with 
royal purple the actions of dance. 


BY WALTER TERRY 


Catherine de Medici, her colleagues, and 
ler royal successors set a model which the 
professional ballerina inherited without ques- 
tion. For today, is not the ballerina still a 
queen, stil! regal in those roles which are: a 
challenge to her stature as an_ artist, still 
aristocratic even in pure, storyless classical 
dancing ? 

Three hundred and more years have passed 
since Le Ballet Comique de la Reine was pro- 
duced, yet we have not escaped the influence 
of the queen. Today, the young ballerina 
awaits with fearful eagerness her first enact- 
ment of a later queen, the Queen of the 
Swans in Swan Lake. Here is her test, for it 
has become an almost unwritten law that she 
must succeed in this if she is to win her 
place as a ballerina. It matters little that she 
may be an effervescent soubrette, a superb 
actress-dancer contemporary ballets, a 
gentle lyricist, a smiling virtuoso. She may 
he a success in her given area and she may 
wisely accent those parts for which she _ is 
best suited, but somewhere, sometime, she 
will wish to (or feel she must) dance the 
Swan Queen or an equivalent classical role. 

There is more, of course, to the Swan 
Gueen than regality, but if this element. is 
missing, the ballerina fails. She may be and 
must be an assured technician and a knowing 
stylist, a desirable woman and a_bird-like 
creature of magic. But she must also be a 
queen in command of the drama, of herself. 
and of the stage. 

A few years ago, one of our loveliest 
young ballerinas completed a performance of 
Auroras Wedding in which she played the 
part of the Princess. It was a good .perform- 
ance, too, technically brilliant, stylish but a 


trifle tense. Later, backstage, a senior bal- 


lerina ran up to the young star. “You frowned 
during your variation,” she said. The junior 
artist suggested that multiple pirouettes, un. 
supported were not always easy. “Nothing.” 
replied the great ballerina, “is difficult for a 
princess. If you can’t do four pirouettes with. 
out frowning, do three or two or one or stand 
still, but be a princess.””> And hours later, in 
the deserted theater, the senior was. sti!! 
coaching her junior in the behavior of royalts 
on stage ... Catherine de Medici, long dead. 
must have nodded (graciously, of course) he: 
approval. 


% 
© 
| 
f 
ere at room was 


a public performance of his own work, Le 
Triomphe de ( Amour, a reyal ballet in twenty 
divertisse- 


_A PREMIERE 
PREMIERES 
ANSEUSES” 


entrées, meaning twenty dance 


One hundred years after Le Ballet Comique 


la Reine. the first professional female 
coneer, the first ballerina, made her debut in 
ris in a ballet Le Triomphe de [Amoutr, 
[cr name was Mlle. Lafontaine and so com- 
did she ecapiivate her audience that 


her wes bestowed the title “Queen of 


the Dance.” 

-It should be remembered that) Lafontaine, 
celebrated as she was her day, would 
hardly seem, by our standards, to be a baller- 
ina. She knew nothing of fowettés or grands 
jet’s or toe shoes. She wore heeled. slippers 
long and heavy skirts, a tight bodice, monu- 
mental wigs, and other impedimenta fashion- 
able at the time. Her dancing, obviously, was 
constricted, and her dances could have been 
littl more than polished, slightly exaggerated 
versions of such popular. court “dances as the 
hourrée. sarabande. or passepied. 

Yet Lafontaine dismissed as a 
mere performer of court dances. Before her 
had with 


cannot be 


day, the ballets been presented 
casts composed ofaristocratic amateurs. Royal 
ov ducal palaces were the settings for royal 
and dueal performing, but with the coming 
of the theater proper to Paris such personnel] 
could hardly be expected to make the switch 
from amateur®player to professional worker: 
Until May 16, 1681, female parts in the pro- 
_ fessional theater were taken by boys dressed 
as girls (all dancers were masked), but on 
that date Jean-Baptiste Lully (a great com- 
presented four ladies—-Lafon- 


poser) young 


taine, Roland, Lepeintre, Fanon—-who formed 


the entire personnel of his dance classes, in 


Mile. Lafontaine, 16657-1738. first professional 
female ballet dancer. made her debut at the 
Paris Opéra on May 16, 1681, in “Le Tri- 
omphe de Amour” and was hailed as the 
first “Queen of the Dance.” 
convent in 1692, 


Retired to a 


ments, surrounded by the spoken, sung, and 
acted scenes devoted to the unfolding of the 
theme. 

There is little information available today 
en this woman who made perhaps by talent 
and perhaps through timely fortune 
tory. A painting or two tell us that she was 
dressed as a 


his- 


beautiful: we know how she 


dancer: the range of her technique is in- 
dicated by the kinds of dances used during 
her period: we can discover that she made 
her debut in 1681 and retired slightly more 
than a deeade later: for the rest, only tantal- 
izing scraps of information are left to us. 


There are records that the first of the first 


ballerinas was a very beautiful, very noble 


dancer. A note in a book of memoirs refers 
to “a certain Mlle. de la Fontaine who dance: 
admirably” and has “charm.” In those great 
tomes which list productions and casts of 
ballets, 


times, but 


French operas, lyrie tragedies, and 


her name is mentioned several 
there are no descriptions of her roles or how 
she 


scene of excitement in the simple chronology 


performed them. There is, however, a 


of changing casts. In presentations of certain 
theater pieces before 1681 her name is miss. 
ing, then it appears for a few seasons, and 
linally it gives way to another name, a young- 
evr dancer, a new ballerina. 

In Le Triomphe she had, of course dis- 
tinguished herself. We know nothing of the 
responses to her appearances in such forgot- 
ten productions as Persce. Amadis, or Le 
Temple de Paix, but we are told tersely that 
in Didon Lafontaine was applauded. - 


Mile. Subligny. 1066-17367, Lafontaine’s suc- 
cessor as principal dancer of the Paris Opéras 
enjoyed the admiration of audiences in Eng- 
lund as well as in France. 


ty 


predecessor, 


a 
Not everyone, hailed the coming of the 
female professional) dancer. In a collection of 


dated 1692 
ballerina’s 


item 
first 


writings of the day, an 

(the probable date of - the 
retirement). touches upon “Miles. La Fontaine 
et Moreau, filles de lOpéra.” In poetie form 
ii says, in effect, that these fortunate girls 
have been stopped at the brink of a precipice, 
that they have left the Opéra, “that school of 
from heaven so 


which ‘tlehes 


and that the Opéra has lost, 


evil, Opera, 


many victims,” 
through an oath, the charming support of 
these girls. The oath, no doubt, refers to 
Lafontaine’s departure from stage to church, 
for it is generally accepted that following, 
her last appearances with the ballet, La- 
fontaine retired to a convent, where she died 


more forty years later, in 1738. 
Did she, one wonders, ever emerge from 


the convent again, not to dance but to see 


what had happened to the profession she 
brought into being? She might well. have 


approved, with understandable reservations, 
the dancing of her suecessor, Mile. Subligny. 
But what of the later 
Prévost and her emotion-charged perform- 
fleet, 


L.afontaine’s standards. un- 


would she have said 


ances, or of Camargo, agile, short- 
skirted, and, bry 


ladvlike? We 


her feelings, if any, about the dancers who 


will never know what were 


followed her and outstripped her technically. 


But Lafontaine is secure in history, for in 
her stiff and confining dress she moves with 
courtly elegance, transporting aristocracy to 
the theater cs the first ballerina, as the first 
professional “(Queen of the Dance.” 


Vile. Subligny, the next premié¢re dan:euse 
at the Opéra, fell heir to Lafontaine’s roles 
and established herself as an artist of note 
With 


traveled to 


in newer productions. impressive in- 


troductions, she also London. 


where she danced, apparently successfully, 


lor the English public. Subligny, however, is 


almost as dim ae=efigure as her illustrious 


and bheceuse she was. second. 


end not first, as a ballerina, she is, fairly or 
unfairly. relegated to a minor place in history. 
She did, provide the link between 


|afontaine and a dancer of considerable dis- 


however. 


tinction, Francoise Prevost. (over) 
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Francoise’ Prévost, 1680-1741, successor to 
Subligny and dance star of the Paris Opéra 
for almost thirty years, had the starring part 
in the first ballet-pantomime to be played in 
France (1708), when she mimed the final act 
of the Corneille drama, Horace. Retired in 
1730. 


Prévost, just as every corps de ballet girl 
hopes to do, rose from the ranks to become 
a star. In the lists of Opéra presentations, her 
name moves slowly up from the end of a line 
toward the beginning and, with Subligny’s 
retirement, Prévost commences a_ starring 
career which is to last for almost thirty years. 
- These lists also tell, with cold impartiality, 
the periods of domination, of rivalry, and of 
final eclipse. For Prévost ruled long-and bril- 
liantly but she could escape neither the pass- 
ing years nor the restless, eager youngsters 
who would strive, with ultimate success, to 
wrest her public ‘from her. | 


She danced, of ‘course, the principal dance 
roles in the Opéra’s lyric tragedies and opera- 
ballets. Alceste.| Thesée, Roland, Armide. 
Zéphyvre et Flore, Les Saisons, Vénus et 
Adonis, and L’Europe Galante were but a few 
of the works in which she appeared, and the 
length of her career is clearly indicated in 
the records of performances of Amadis (lLa- 
fontaine had once danced in this), which 
report her presence in 1705, 1716, and 1727. 

Mile. Prévost was far more than an ex- 
ecutant of standand repertory; she was, in- 
deed, something of an innovator. In 1708, she 
took a starring part in the first ballet-panto- 


mime to be played in France. The event was 
a fete presented by the Duchesse du Maine 
in Sceaux, and for the occasion Prévost and 
her partner, Balon (who probably gave his 
name to the term ballon, meaning elasticity 
in a jump), mimed the final act of Corneille’s 
Horace. The whole was performed without 
words to symphonic music, and the response 
to this reviving of the noble art of mime was 
enthusiastic in the extreme. “They vitalized 
their gestures and the play of facial expres- 
sion to such a degree,” wrote one, “that they 
caused tears to flow.” 

In dancing, Prévost must have had a tech- 
nique not very different from that ‘of La- 
fontaine or Subligny. She, too, was encumber- 
ed by the heavy fashions of the day and her 
dance forms were still those of the court — 
the passepied, the chaconne,, the gigue. That 
she danced them well, there can be little 
doubt. To her performing she brought light- 
ness, grace, accuracy, and whatever fleetness 
her costumes permitted, and it was even 
said that “composers write passepieds because 
Mile. Prévost dances them with such fluent 
elegance.” . 

Aside from her duties as premiére danseuse, 
Prévost was occupied in the role of teacher. 
Her training tasks she accomplished almost 
too well, for two of her most famous pupils 
at the Académie Royale were Camargo and 
Marie Salle, destined to succeed her and, in 


the case of Camargo, cause her to retire be- | 


fore she was quite ready. 


Prevost, however, did not go down without 
a fight., In her pupil Camargo she_ soon 


recognized the presence of a rival. For the - 


newcomer’s first appearance in Paris, her 
teacher selected (quite unwisely, as it turned 
out) Les Caractéres de la Danse, a suite of 
dances originally created for to 
demonstrate her mimetic ability and her skills 
in the dances of the day. It was considered 
an extremely difficult composition and one 
which customarily frightened the most ac- 
complished dancers of her times. But if 
Préxgst thought that the young Camargo 
aa suffer defeat in such choreographic 
toils, she was sadly mistaken. The debut was 
sensational and Prévost herself was almost 


defeated. But not quite. 


The senior star, still powerful, caused her 
student-rival to be moved to a safer spot — 
the back row of the corps — but this action 
and other intrigues could not long postpone 
the emergence of a new star. Prévost, who, of 
course, continued to have-her faithful follow- 
ers, struggled as long as she could. Her 
patron, a gentleman concerned with her well- 
being as well as her artistry, came to doubt 
her gratitude. They quarreled and parted, and 
hig most valuable financial support was with- 
drawn. 

In 1730, Francoise Prévost, premiére dans- 
euse and successful teacher, retired from the 
stage. Eleven years of life were left to her 
in which to mourn bitterly a cruel fate that 
would permit youth to supplant her or in 
which to remember with pride and gratitude 
that composers wrote passepieds because she 
danced them “with such fluent elegance.” 

(to be continued 
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2 : save 25% to 3O% on your 1955 recital requirements 
Don’t be guided by price alone! You owe it 
to your pupils . . . to yourself... to your | Send for our new 1955 
audience to see the magnificent collection of | Catalog. You'll find 


everything you need 
.. . everything 
attractively priced. 


new fabrics that dance. Let us help you make 
your 1955 recital the most memorable 

one in the history of your school. 

Get on our mailing list now. 
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MARIE MARCHOWSKY 
PROGRAMS OF DANCE 

HENRY STREET PLAYHOUSE 

406 GRAND STREET, N. Y. C. 
MARCH 11th, 12th, 13th 


Fri., Sat. Eve., Sun. matinee 


$2.40, $1.80 | 
Oregon 4-1100 


Admissions: 
Reservations: 


‘Laing, 


AT LAST! ! 
Beginners’ Baton Routine and 
“Tap and Twirl Routine 


Free Copy of ''Basic Baton Twirling" 
with routine 


routine by AL GILBERT 


P.O. Box 36479, Hollywood 36, Calif. 


EVA VARADY nourines 


Mean PROGRESS leading to SUCCESS 
BALLET TOE CHARACTER 
ACROBATIC TAP MODERN 


MUSICAL COMEDY ¢ NOVELTY 
Teachers write for List N55 
Carnegie Hall, New York 19, N. Y. 


* TEACHERS * 


AUDIENCE TESTED ROUTINES ASSURE 
TEACHING AND RECITAL SUCCESS. 
WRITE FOR LATEST FREE LIST 
Not Just Dance Notes But — 


Dance Notes De Luxe 
1817 E. Allegheny Ave., Phila. 34, Pa. 


Exciting new 
clearly described routines... spectacu- 
lar show pieces...wee folk dances... 
ballets - revues - lesson outlines - 

dance songs 

catalog for postage 
1607 W. Iles Ave. Springfield, 


RECITAL MATERIAL | 
Book of Ballet Dances by \ 
_ Mary Trovarelli, 


Complete with Costume descriptions—Price $3.50. 
,also The Magic Spider Web Ballet—Price $1.50. 


Address: Mrs. D. Trovarelli | 
Musical Arts Studio ig 
P. O. Box 734, Lima, Ohio | 


FILMED TAP ROUTINES 
choreographed especially for you 

by Louis Da Pron for use in your 
own studio or home. 8 or 16 mm. 


Write... 


BETTER DANCING, Inc. 


Write 
today! 


for FREE 
Miustrated 
Brochure 


3966 FRANKLYN AVE.,HOLLYWBOB 27, CALIF. 


SINCE 190! 
FOR TOPNOTCH PERFORMANCE 


MACK'S TAPS 


OVER 100 SHAPES AND SIZES. 
RELIANCE DISTRIBUTING CO. 


2330 W. Fullerton Ave. Chicago 47, Ill. 
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Television: Recent Years 


(continued from page 39) 


than any other program. Master of Cere- 
monies Ed Sullivan in his dry, sometimes 
bumbling and somehow endearing way has 
brought to the attention of America, Margot 
Rosella Hightower, 


Jean 


Fonteyn, Moira Shearer, 
Renée Colette “Marchand, 
Babilée and Natalie Philippart, 
Marge and Gower Champion, Nora Kaye and 
Andre Eglevsky, Adams and Hugh 
Trini Reyes, 
Alexander, Harold Lang and Helen Gallagher, 
Teresa and Luisillo, Nora Kovach and Istvan 
Rabovsky, Gisella and Francois Szony, Nanci 
Crompton, Gwen Verdon, Carol Haney, the 
Sadler’s Wells Ballet. and dozen of others. 


,leanmaire, 
José Greco, 


Diana 
Bambi Linn and Rod 


Television's most distinguished dance 
events have not necessarily been those on 
the regularly scheduled programs, , Special 


events have brought dance of a high order. 
In 1950 Lillian Moore was choreographer 
for two operas — Down in the Valley and 
Tales of Hoffman. Dorothy Etheridge was the 
dancing doll in the latter. @ 

Ballet Theatre’s presentation of the com- 
plete Giselle still stands as one of the mile- 
stones of television dance. It was given on 
July 16, 1950 over the NBC network with 
Nora Kaye, Igor Youskevitch and~ Diana 
Adams in the leading roles. Ballet. Theatre 
has contributed several more . distinguished 
ballet: programs to television via Columbia’s 
-sponsored Omnibus. The 
ballets were Three Maidens and a Devil 
(Three Virgins and a Devil), Billy the Kid, 


Ford Foundation 


and the world premiere of Capital of the 


World. New York City Ballet was represented 
on Omnibus by William Dollars The Five 
Gifts. Ballet Russe de Monte Carlo gave 
Gaité Parisienne and José Limon did’ his 
Moor’s show. Jean Louis 
Destiné and the Kabuki Dancers are among 


the concert level attractions offered to Ameri- 


Pavane on the 


ca by Omnibus. 

It is interesting to note that along with 
this Ford Foundation-sponsored show and 
the early Ford Foundation television experi- 
ments in ballet, one of the most memorable 
television events was the Ford Anniversary 
Show of June 15, 1953. The choreography by 
Jerome Robbins was one of the highlights of 
this great show. 

Dance on a consistently high level, when- 
ever used, has been presented by Adventure, 
a CBS Education program. John Butler, who 
works well with off-beat ideas, 
a major part of the dances. 

Though it was not dancing, the appear- 


ance of ballerina Alicia Alonso as the sub. 


has arranged. 


edith stephen & Co. 


CONCERT DANCE 
Sunday Evening, April 3rd, 8:40 p.m. 


Reservations: Henry St. Playhouse 
OR, 4-1100 © 466 Grand St., N.Y.C. 
Tickets: $1.50, $1.80 


ROUTINES WITH PICTURES 
Cute, originals for young inter- 
mediates. Show stoppers for your 
advanced students. 3 

Write: KATHLEEN KAVANAGH 


Box 267 Johnstown, N. Y. 


MADE EASY” 
193 illustrations Price $8. 00 


and Tumbling 
101 TRICKS—861 ILLUSTRATIONS —$5.00 


Theory and Practice of 
Acrobatics and Tumbling 
iSO TRICKS — 406 ILLUSTRATIONS — $5.00 


James A. Rozanas 


720 E. 98nd St Chicago 18, Ml. 
Free Circular sent upon request 


Order Your Routines From 


BILLY TRUEHART 


15 YRS. SPECIALIST In MAIL ORDER ROUTINES 
and COMPLETE RECITAL IDEAS 
(Radio's Original Tap Dancer and Teacher of 
Dancing Star ANN MILLER) 


All Types Dances 
Send 6¢ Postage for Free Catalog of 


200 DISTINCTIVE ROUTINES 
333 N. Madison Ave. 


Hollywood 4, Calif. 


For STUDENT, STUDIO or PROFESSIONAL 
use, this is a complete portable barre that 
folds. together and is erected in minutes. 
Weight: less than 10 Ibs. 

Does not shift or mar floors ... our Pat. 
Pend. suction process anchors barre to floor. 


SIZES PRICE 
30"' height, 5 ft. length .. $15.00 
40° height, 5 ft, length ... 17.50 
height, 8 ft. length 
40" height, 8 ft. length . 27.50 
F.O.B. New York, No COD's, “(S Special dis- 


counts to schools) 


INCENTIVES 
218 Seventh Avenue New York II, N. Y. a 


COSTUMES 


Made to order 


All Other Occasions 
Circulars FREE 


THE COSTUMER 
238 State St., Dept. 6 
Schenectady 5. N. Y. 
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| TRAVEL e 

; Students Int'l. Travel Assn. 22nd Season 
DANCE 
STUDY TOUR 


Early July Sailing 


$890 all-expense 


incl. steamer 


Congenial travel in ENGLAND, - FRANCE, 
GERMANY, AUSTRIA, ITALY, and SWITZER- 
LAND. Courses, instruction, and interpretative 
work in Modern Dance and Ballet plus an un- 
derstanding of European Folk Dancing. Con- 
siderable time in London and Paris, as well as 
study with famous European instructors. 


. Other trips to all parts of Europe, 
Latin America and the Orient 


Your Travel Agent or 


i SITA 545 Sth Ave., New York City * MU 2-6544 
Geary St., San Francisco * DO 2-5279 


GREAT BRITAIN 


GERMANY 


SPAIN DENMARK 


See more countries, have 
more vacation fun. On 
an S-A-S_ Extra-City 

Trip you can visit 

London, Amsterdam, 
Brussels and Glasgow 
for not a cent more 
than the official 

round trip to Paris. 


GO NOW — 
PAY LATER 
on S-A-S 

_ Signature 
Travel Plan 


SWEDEN 


SCANDINAVIAN 


30 Rockefeller Plaza, 
New York 20, New York - 
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ject of a This is Your Life program in the i 


spring of 1954 was of prime interest to the 
dance world. | 


The Kate Smith Show, now off the air, 
presented dance consistently, especially to its 
daily afternoon public. Melissa Hayden, 
Andre Eglevsky, Kathryn Lee, Marc Platt, 
Patricia Wilde, Tanaquil John 
Kriza, Paula Lloyd appeared often, parti- 
cularly in classical excerpts. Danny Hoétor 
and Betty Byrd and a handsome trio labeled 
the Kateds kept a more popular dance form 
before the audience. | 


LeClereq, 


Paul Winchell, in the several shows he has 
headed, has given us a great deal of dance. 
What’s My Name had dances by Charles 
Tate. Later Diane Sinclair and Kenneth 
Spaulding and Mary Ellen Terry have worked 
with Winchell and his wooden-headed crea- 
tures, 


4 
One of the most otiginal choreographers 
currently working on television Herbert 
Ross. His dancers appear with Martha Raye 
and with Milton Berle. — 


Peter Birch entered the TV field early and 
has appeared often on the Arthur Murray 
Party. He is now choreographing the Jane 
Froman Show. Other choreographers contri- 
buting to the current scene are Boris Ru- 
nanine (Coca), Bob Herget (Caesar), James 
Nygren, Hal Belfer, Robert Sidney, John 
Wray, Aida Broadbent, Jack Baker, Billy 


Daniels and Dania Krupska. 


This is just a partial enumeration. It sounds 


impressive until one is shocked by the fact>~ 


that except for the special presentation of 
Giselle and one of the programs of Adventure, 
not once has there been an all-dance show. 
For a short time Patricia Bowman was starred 


| in a 15 minute show. Dancers Ray Bolger azd 


Donald O’Connor have regular shows. They 
do dance, but comedy takes precedence. 


Further, as I dig into my memory and old 


TV log books, the lists begin to get thinner. - 


The fact is that as the big money entered 
the field, sponsors demanded big names and 
alas, that usually meant crooners and come- 
dians. The dance flurry on TV seems to have 
spent itself. We do regret that the days of 
the brave experiments seem to be over. But 
days of much dance brought the inevitable 


clichés. The over-vivacious Broadway “kids” 
still appear in stock situations — boy and 


girl in the park, boy and girl on Main Street, | 


boy and girl in the slums, boy and girl on 
the college campus — the barroom, the street 
cafe, the Calypso and the Charleston and the 
holidays with their bromides of Easter bun- 
nies, Irish jigs and stalking turkeys.’ 


Perhaps it is better that the days of plenty 


are over — that a stock-taking is in order; 
perhaps a finer, better product is on the way. 
THE END 


another 
highlight 
for your 
"55" 


review 


“TIP TOE THE DANCING ELF" 


novelty children’s routine 
with original lyrics 


All Kimbo records have cute 
catchy lyrics with vocal on each 
record to induce home practice. 


Routines and sheet music avail- 


able for all Kimbo Records. 


Send for FREE completely 
Illustrated Catalog 


543 Washington Avenue 
Belleville, New Jersey 


COSTUMES 


Ready-Cut 
— Ready to Sew — 


Theatrical — Dancing 


Children — Adults 


Res. 


Manufacturers 
Durene & Elasticized Leotards 
Practice Wear 


OPERA HOSE — TIGHTS 


Fabrics — Trimmings 
Accessories 


1955 Catalog On Request 


7 Te Teachers only 


BETTY SILK Costume Co. 


1220 W. 6th, Cleveland 13, Ohio 
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LENSK 


CONNECTICUT COLLEGE SCHOOL OF THE DANCE 


NEW LONDON, CONNECTICUT 
““America’s center for modern dance” 


AUGUST 21, 1955 


Concentrated dance study under distinguished faculty 
Write for information and application forms. 


JULY 11 


the BALLET THEATRE school 


Director LUCIA CHASE 


Faculty 
VALENTINA PEREYASLAVEC 
LUDMILA SHOLLAR 
ANATOLE VILZAK 


EDWARD CATON 
WILLIAM DOLLAR 
YUREK LAZOWSKY-: 


Children’s Classes Mme. Lupmita SHOLLAR 
Special Adult Elementary and Intermediate Evening Classes 


ROBERT JOFFREY 
JUdson 6-1941 
316 W. 57th Street 


MARIANNE BOLIN 


Mme. Elena Balieff, Sec’y Brochure on Request 


Jose Limon Beginners — Intermediate — Advanced Modern Dance 


Classes Monday thru Saturday Dance Players, 148 W. 56 St., N. Y. 19 CO 5-3836 


ballet studio 


former | Maitre de Ballet of Monte Carle Ballet Company & Chasolet 
Theatre in Paris 


— CHARACTER — CHOREOGRAPHY 


30 W. S6 S&, N. Y. C. 
Special Children’s Classes 


Circle 717-6056 


MARIA NEVELSKA 


of the Moscow Imperial Bolshoi Theatre 


Daily Ballet Classes — Special Children’s Classes 
. Character and National Dances by IRENE FEDOTOVA 


CO 5-1360 PL 7-3624 — Hall — ved — 881 7th Avenue, N. Y. C. 


RAOUL GELABERT Schoo! of Dance 


‘CLASSES IN CLASSICAL BALLET, TOE, VARIATIONS, CHARACTER 
AL 4-0067 


63 East IIth Street, N. Y. C. 


Ve | DANCE NOTATION BUREAU, Inc. 


BECOME A LABANOTATOR THROUGH THE sianesrondenes 
* COURSE._IN LABANOTATION ® 


Write for full information 
Labanotation is the registered trademark of the Dance Notation Bureau 


430 Sixth Avenue, New York OR 4-8050 


The Cecchetti Council of America 


announces 


A SEMINAR 
March 20th, 1955 


PARK SHELTON HOTEL, Woodward and Kirby Sts. 


For information write to: 
SYLVIA HAMER, 603 LIBERTY ST., ANN ARBOR, MICH. 


You were left last month with a _ rather 4 


complicated exercise in controlled movement. 
There are many more. Make up some of you: 
own. Use those movements and positions i: 
which you find yourself weakest, and avoid 


the things you do most easily. Or, if you mus‘. 


use them as a dessert after the more. solid 
food is eaten. 


Make any heel rhythms you like on the 


supporting foot; change supporting legs with 
the SHB (slap, heel, brush), described in the 
last. article. Do promenades in arabesque, in 
second, in attitude, front and back. Use every 
extension to its limit and combine this with 
varied port de. bras. The object is not only 
to develop strength, line and balance, but also 
coordination of arms, body and sound, with 
the fundamental leg movements. 

Two good exercises for balance are as fol- 
lows: Slap heel on left in front of right and 


‘relevé as right brushes to the side. Remain 


in relevé position while doing: shuffles front 
and back with right foot. The rhythm of the 
preparation is 1, 2, 3, One. The shuffles are 
performed with the accent out; and two, and 
three, and four, for seven counts. Then slap 
heel on right foot, relevé right, brush left 
and repeat with left foot. The shuffles are 
the ones we did at the bar. They must be 
done in as turned out a position as possible, 
and they are not the relaxed foot flip-flap to 
which the word “shuffle” usually refers. They 
are a very distinct brush out, brush in, with 
the foot tensed, and pointed. The other kind 


are often used, but not in this particular 
exercise. They can be done with the accent 
in as well as with the accent out. 


Another excellent exercise for balance is this 
one: Stand on right leg, left pointed on floor 


- to the back, croisé derriére. Slap heel on left. 


with a plié, and brush left to a fully extended 
battement in front croisé. Développé inwards 
remaining in demi-plié on left to fourth 
arabesque. While you perform this movement. 
the left heel beats sixteenth notes in triplets. 
The rhythm of the preparation is 1, 2, 3, One 
(as in the first exercise); the 1, 2, 3, are 
pick-up beats for the accent on the battement 
one. Then come the sixteenth note triplets 
(12 beats to the bar)! The movement takes 
two measures of’ moderate 4/4 music. Stop «n 
the third beat of the second bar and _ ho'd 
(in arabesque) one count. Repeat on tie 
other foot. | 
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MORE TAP 
ADAGIO: 


cont. from Feb. 


BY PAUL DRAPER 


Do this exercise on both diagonals and 
reverse it as well. 

Here is an exercise for advanced pupils that 
I have found most effective for improving 
wings. I include it in the adagio section be- 
cause it demands the sort of control and bal- 
ance that adagio exercises are meant to de- 
velop. The wing movements usually turn out 
to be done pretty fast. Try to do them slowly. 
Here is the exercise: 

Stand in fifth. Développé right in front, 
plié on left, and wing on left. Land with a 
step heel under control. This makes four even 
beats (scrape, brush in, ball; heel). Be sure 
not to jerk arms or shoulders (arms in fourth) 
and do not lower the extended leg. Développé 
to second and wing, développé to back and 
wing. Do this to a very slow four. Use three 
counts for the développé and one count for 


_. the wing. The full counting is one, two, three, 


2. 3. four. 

I am going to describe a few preparations 
and endings for pirouettes. They are simple 
tap turns and lead to more complicated com- 
hinations. It is very important to learn them 
Huently. I am assuming that. anyone reading 
this is able to do turns. The ones I use are 
identical with ballet pirouettes. 

Stand in fifth, right foot in front. Extend 
right with a brush (1) to second, relevé (2) 
at the same time on left. Lower right drop on 
left heel and place (3) right in fourth with 
a step heel (3 taps). Pirouette en dedans on 
left and finish on right in arabesque ’ (step, 
heel (4) (2 taps). From the arabesque, brush 
left to side, relevé on right and repeat exer- 
cise to the left. This may also start and finish 
with a slap-heel (slow 4) but be sure to finish 


in arabesque. 


A valuable preparation: Starting with a 
slap, do a forward wing, at the same time 
hattement diagonally forward in écarté, finish 
with a heel drop on the winging foot and 
step-heel into fourth. position with the leg 
that has just’ done the battement. Pirouette 
en dedans and finish with a SHB. Repeat to 
the other side. Do the same exercise with a 
pirouette en dehors. As the back leg comes 
forward and around, do a shuffle (two taps) 
and finish in arabesque croisé (step-heel). 

On left, facing diagonally to the left, stand 
in fourth with right in ecarté dérriére, arms 
in fourth. With right leg slap heel and brush, 


(continued on page 68) 
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THE 


NEW YORK ACADEMY OF DANCE 


BALLET * MODERN ¢ TAP * MODERN JAZZ 


MIMO-DRAMA e BALLROOM 
Special Production Class 


William Dollar, Herbie Harper, Frank Wagner 
Hugh Laing, Regis Powers, Shirley Broughton 
Bruce King, Viola Essen 


SPECIAL BALLET CLASSES FOR CHILDREN 
Those Registered by Mar. \st eligible to appear in Children’s Spring Concert 
STUDIO 605 CARNEGIE HALL, 56 St. Ent. CO 5-5319 


BENJAMIN 


HARKARVY 


WISHES TO ANNOUNCE 
THE OPENING OF HIS NEW 


BALLET STUDIO 


PHONE: PL 7—2085 


152 W. S6TH ST. 


BALLET RUSSE DE MONTE CARLO 
SCHOOL OF BALLET 


S. J. Denham, Director 


Write for full information 


157 West’ 54th Street, New Yerk Ciry 
CIrele 5-8198 


Eugene Loring, Director 
comprehensive 


AMERICAN choot of DANCE 


education 


7021 Hollywood Blvd. Los Angeles, Calif. 


Academy ‘of ‘Ballet. Perfection 
Etleen O Connor 
INTENSIVE TECHNIQUE TRAINING 
FOR SERIOUS STUDENTS 
+ CHILDREN — TEENAGERS — ADULTS ‘3 
¢ BALLET TECHNIQUE — POINT — FLEXING - 
Adult Beginners: Special Evening Classes + 
{Academy of Ballet Perfection, 156 W. 56 St. COlumbus 5.9545 & ELdorado 5-1636 


PL 3-9752 CLASSES DAILY 


BRANI /KA or CO 5-3472 — East 59th St., 


formerly Diaghilev and Col. de Basil Ballets. 


New York City 
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ROBERT JOFFREY 


featuring 
BEATRICE TOMPKINS ® LILLIAN WELLEIN ® JACQUETTA KIETH 


Reviews 
GERALD ARPINO JONATHAN WATTS JOHN WILSON | 
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(continued from page 14) P 


‘Y’ Dance Center presents 


An Evening of Ballet by 


dance as she was in the classical bolero-type 
Danza IX. which she shared with Maria Am.- 
aya. 

Miss Amaya is also a fine dancer, with 
seemingly endless vitality. But her inherent 


COURTESY OF N.Y.C. BALLET 
Two Premieres —- PIERROT LUNAIRE (Schoenberg); HARPSICHORD 
CONCERTO (De Falla) — with E BAL MASQUE 
(Poulenc) and PAS DE DEESSES (John Field) 


earthiness somewhat limits her range. 
THURS. EVE.. MAR 24. at 8:40 Prices: $1.50, $2.00, $2.50, $3.00 


Maria Marquez has the amusing mannerisn 
YM & YWHA, 92nd and Lexington Ave. TR 6-2236 of distorting her classic face as though sh 


— were smelling old cheese. The facial varia 
OL OF tions are not always related to an inner emo | 
tional state, but seem almost a technique ac. ; 


= RUSSIAN AMERICAN BALLET quired along with zapateado. ¢ 
METROPOLITAN OPERA HOUSE STUDIO. But despite this element of un-naturalness _ 


BORIS NOVIKOFF, Director her Soleares was deeply felt. It began with 
Class ming for Children, Adults, Beginners. Professionals. 


fe Pepe La Matrona and guitarist Manolo Vaz. 
quez. The three seemed to be having a quietly 


4 
“ . 1. tense conversation. The singer fluttered his 
Daily Graded Classes in all phases of CLASSICAL BALLET | voice through a lonely phrase* the dancer — , 

. jae) lifted her wine glass in response. Suddenly. 
but casually, she rose into an impassioned 


SCHOOL: OF BALLET REPERTORY | dance, and just as suddenly it was over. 
117 West 54th Street, New York 19, N.Y. Cll 55-9721 There were two male dancers in the com: 


pany—Jose Melero, who is agreeable in ap- 
pe pearance but completely lacking in dynamic 
awareness— jand Jose Barrera, a slender, cur- 
ley-haired youngster whose closing Farruca 

National Ballet Ce j made us feel that this must have been some- 
3 thing like the way Escudero performed in his ; 
of | ] younger days. The attack was rapier-sharp. : 
the body line firm ‘and still, the hands high 

and the arms powerful. There was the hau- 


Branch School — New Rochelle, N. Y. 


Thalia, Mara Arthur Mahoney Hilda Butsova © Boris Romanoff 


| ‘ teur of the true Flamenco dancer, yet right ° | 
Canada beneath the surface was an almost touching 
“ Franca - Adams | There were two Flamenco singers, Chiquito 2 
de Levante, who is the high, shrill, durable 
Smith - Apine - Gotshalks | | kind; and Pepe La Matrona, an old man with 
| the faraway sadness of oriental incantations 7 } 
First coast-to-coast tour 1955-1956 season | in his voice. Like Escudero, Pepe la Matrona « _ f 
made one feel the line of continuity of Fla- P 


menco art—its link with the oriental past. 
Perhaps his personal humility—this ability 


Ww | a LI A M M O R R | S A G E N Cc Y | to let art speak for itself—comes with matur- 


ity. Perhaps it is there right at the begin- 


Exclusive Booking Direction 


| ning.in great artists. 
What we liked best about guitarist Mario 
Escudero was his freedom—a feeling of lilt 
. EST. 1898 and variability in his playing. He was incom- 4 
parable as a soloist and equally pliable 
4 | | Other performers in Escudero’s vibrant ag: 
~ CHICAGO NATIONAL ASSOCIATION OF DANCE MASTERS were pisniat Pablo Miquel, dancers 
"Educational Program and Meeting — March 27th — Sherman Hotel Pepita Valle and Antonita Millan, and guitar. # 
| ist Manolo Vasquez. 
The usual “Star” Faculty i 
1: Summer Session — August 2nd through August 19th ; 
| Dances by James Waring 
Write for Information and Special Application blank Henry St. Playhouse : 
| NON-MEMBERS are insited. All types of Material available Jansery 9. 1955 F 
bed 
The world of James Waring is very special. 
\ EDN4 CHRISTENSEN, President WILLIAM J. ASHTON, | Sécretary It is a realm of fantasy — sometimes whim- 
Executive Office: Suite 1610, 32 West Randolph, Chicago, Ill. , sical, sometimes macabre — with colors and 


sounds and comets of energy intermingled. 
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hile this particular concert marked a vast 
i. rovement in Mr. Waring’s ability to do- 
m,. ate the materials of his craft and create 
organized theatre impression, one cannot 
hep but feel a small sense of defeat after 
sec.ng his new works. For after accepting 
hi. artfulness and imagination at their face 
value, one inevitably looks for a_ deeper 
creative purpose — for some semblance of a 
steady emotional or energy undercurrent. 
And there doesn’t seem to be any. His evanes- 
cent world of tatter and caprice revolves 
principally upon itself. 

Of the premieres, we found Largo (Liszt) 
the most satisfying because of its, attempt to 
combine formal balance and consistency of 
mood. A girl clad in red was counterpointed 
against three black garbed males. She re- 
mained at a fixed point while they broke 
around from behind her; all joined with 


_ swinging arms and legs; and they ended 


in a circle with their arms slowly widening, 
forming as they did so, a picture of restless 
melancholy. 

The opening dance, Jeux d’Enfants (Bizet), 
was a study in elementary ballet interspersed 
with the sudden arbitrary drops in tension 
that often punctuate Mr. Waring’s choreo- 
graphy. The effect was one of tired children 


at play. 


Little Kootch Piece (Olivier Messiaen) was 
drawn from Mr. Waring’s favorite world of 
freaks. A pair resembling a Cretan snake god- 
dess and a bald clown barked and twitched 
in an eerie ritual. Although there were wry 
sparks of kinetic humor in the dance, its 
choreographic ideas were excessively repeated. 

Intrada (Hy Gubernick), with its imagina- 
tive costume variations on black-and-white 
(by H. H. Smyrnogranis), was a series of 
choreographic doodles —- a detached little 
girl with an umbrella; a tightly gowned 
amazon with squared arms and_ flapping 
hands; a timid male playing with his own 
footprints; another male springing in repeated 
stiff jumps; and a wistful ensemble finale. 

The program concluded with Three Pieces 
for Clarinet Solo (Igor Stravinsky) and Bur- 
lesca (Debussy), both of which have been 
seen before. 

Company members were Joan Coddington, 
Robert Ossorio, Jane Mason, George Liker, 
Estelle: Volin, Reino Sakki, David Ajootian, 
Marian Sarach, Doris Thurston, and Sheldon 
Ossosky.. The piano accompanists often let the 
dancers down. But there was a sensitive group 
of singers and instrumentalists for Hy Guber- 
nick’s colorful score. 

(continued on page 74) 


“Theater for Dance” presents 
GLEN TETLEY, FELISA CONDE, MARY HINKSON, JOHN BUTLER 


im he JOHN BUTLER DANCE THEATRE 


Guest Artists: YURIKO, BARTON MUMAW, DOROTHY HILL 


Premieres include: 3 PROMENADES WITH THE LORD, FRONTIER 
BALLAD, DAVEY CROCKETT, and ADVENTURE 
(with especially commissioned score by Samuel Barber) 


WED. EVE., MAR. 16, 8:30 Prices: $1.50, $2.00, $2.50 
BROOKLYN ACADEMY OF MUSIC, 30 Lafayette Ave., Telephone ST 3-6700 


PAUL WHITEMAN said: “See Sterling for Silver and JACK STANLY for Dancing.” 


The tops in training for 
Ballet & Modern Tap - Ballet & Toe - Acrobatics 
Modern & Jazz - Ballroom - Voice - Piano 
Choreography for Singers. 


Dance Notes for all routines taught at the Jack Stanly One-Day Session Feb. 13th 
can now be purchased by mail @ $2.50 per copy: plus 15¢ for Ist class mailing 
Ballet — Waltzing Doll Tap — Tribute to Geo. M. Cohan 
Acrobatic — Rope Dance Tap — Dig-In 
Modern-Jazz — St. Louis Blues Mambo 


Complete list of mail-order routines and records sent upon receipt of request 


JACK STANLY School of Dance 


CO 53-9223 


1658 Broadway at 5lst St., N. Y. C. 


— ROYE DODGE SCHOOL OF DANCE — 


Daily Classes for Students and Teachers 
TAP @ BALLET @ AMERICAN JAZZ @ ACROBATIC @ LIMBERING TECHNIQUE 


Write for Catalogue and Special Offer on Mail Order Routines 
Circle 6-8798 


123 West 49 Street, New York 19, N. Y. 


Ethnologic Center 


110 Easr 597TH Srreet, New Yorx 22, N. Y. PLaza 80540 
Director: LA MERI 


OFFERS 

Three-Year Teachers’ Course (Certificate) 
Four-Year Artists’ Course (Recital Presentation) 
AS WELL AS Regular Classes in East Indian and Spanish 


MODERN DANCE: MYRA KINCH 


Write for Catalogue Special: Children’s Classes 


lum. ANDERSON-IVANTZOVA 


COlumbus 5-2520 


139 W. 56th St., N. Y. C. BALLET SCHOOL 


METROPOLITAN OPERA BALLET SCHOOL 


Director: Antony Tudor 


Faculty: MARGARET CRASKE, ANTONY TUDOR, MATTLYN GAVERS, YUREK LAZOWSKI, ALFREDO CORVINO 
} Apply for Prospectus to Kathleen Harding (Secretary) Metropolitan Opera House, N. Y. — BR 9-241! 


A new school in the great tradition 
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Specializing in 


ELASTICIZED COTTON JERSEY 
LEOTARDS, TIGHTS, UNION SUITS, SWEATERS & TRUNKS 


We also Care... 
BALENCA 
NYLON MESH 
ACETATE SKIRTS. 


Write for catalogue 
and individual 


measurement chart 


EILEEN HOLDING DANCEWEAR 
441 West 21st St., New York 11 + CHelsea 2-4797 


MAIL ORDER SERVICE ONLY 


YOUR BEST MUSIC BUY 


"MUSIC FOR BALLET DANCING” (9 
316 Original little pieces for: 
316 Basic ballet steps and combinations 
PLUS: 37 GRADED DANCES 
BALLET AND TAP ROUTINES BY MAIL 


Send for our 3 lists 


ROSE LORENZ DANCE STUDIO 


942 42nd Street — Dept. D Des Moines, 


lowa 


CO &-0560 


$8 West STth Street 
New York 19, N. Y. 


WALTER E. OWEN 
Photographer 


Free To Teachers 


Shai irway fo 


The informative booklet which explains how 
NADAA helps teachers to greater business 
success and community prestige. 


Send for your copy today! 


NATIONAL ASSOCIATION OF DANCE & AFFILIATED ARTISTS, INC. 
International Headquarters 


1920 W. Third St., Los Angeles 57, Calif. 


Tap Adagio 


(continued from page 695) 


brush left leg high and relevé. Make a quar 
ter turn to the right and finish with heel dro, 


and. plié on right leg and left leg développ: | 


in to point left foot in front of right toe 
Arms have moved through fourth into prepar 
ations for an en dehors pirouette to the lefi 
is 1, 2, 3, one; 1, 2, twa. Th 
written numbers are the musical count, a slov 
four. Now slap heel left and shuffle right. Th: 
count is 1, 2, 3, 4, three. Pirouette en dehor 
and finish by dropping onto right step-hee 
into arabesque croisé (and four). Repeat o: 
the other side. 

Practice en dehors pirouettes with a con 
tinuous brush out brush in. Brush from th 
back to front, and front to back. 

A variation on. the SHB preparation is slap. 
heel and toe tap in back as the turn begins. 
the’ toe tap should be done with considerable 
strength to give a strong accent. 

A variation on the arabesque two-tap finish 
to pirouette is as follows: Turning on left 
leg to the right, bring right foot down from 
its coupé or passé position, and do a slap 


‘heel brush left forward and cabriole, land bal! 


heel right and ball left, left right to arabesque 
and stay there. Continue the turn during the 
SHB and the cabriole. If the turn has begun 
on “one,” turn on “two,” SHB on “three” and 
four.” 

On all turns, whether you do one or ten. 
practice starting and stopping exactly when 
and where you decide to do so. In all the 
above exercises this is on the beat. Nothing 
looks worse than pirouettes that last longer 
than the musical phrases of which they are 
a part. Remember that in tap dancing not 
only the ‘eye of the audience needs a definite 
framework, but also the ear. If you demand 
imaginative work on the part of your audi- 
in reference to your own 
not in reference to the 


ence, let it be 
creative imagination, 
tools with which you present the results. 


THE END 
W. Hutchins 


Elton 


A backstage retnion on Jan. 8, in Houston. 


Texas, between Tamara Toumanova and for- 
mer colleague Roland Guerard, .took place 
during the Festival Ballet’s American tour. 
which ends late Feb. L. to R.: Mrs. Guerard 
Toumanova, Roland Guerard and Toumanova’: 
mother. 


DA 


fanceweat 
‘ 
‘ 
) 
| 
| 
| 
| 
| 
68 = 


% 
4 


2 
H 

{ 

t 3 
) 


Alberta Grant 
and Dido Sayers 
of the New York 

City Ballet Co. 
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leotard 


Pull it on and instantly this 
remarkable leotard shapes itself 
to you! Like our famous Danskin 
tights, Danskin leotards are 
completely full fashioned, and 
knit of Helanca stretch nylon 
—cling to your curves just as 
closely after many wearings and 
washings as when new. What’s more 
—they look fabulous, feel 
fabulous, and they're a joy to own 
because they dry in no time. 


both leotards* and tights** are 
available at dance and theatrical supply 
houses, costumers, department stores or 
for name of nearest dealer write to 


Triumph Hosiery Mills, Inc. 


200 Madison Avenue, New York 16 


*U.S. Pat. Pend. 
**U_S. Pat. No. 2697925 


women, 


in 2 styles 


e round neck 
back zipper 
short sleeves 
medium and large 


e scoop neck 
no zipper 
short sleeves 
medium and large 
$5.00 
for children 
e round neck 
back zipper 
short sleeves 
2 sizes— 
Tots and Teens 


$5.00 
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NOW AVAILABLE... ! 


tom STEPPING 


= 


GENERAL RECORDS 


No. 35 — RHYTHM & STOP TIME 
“Happy Feet” 
No. 36 — MODERN—TAP— 
BLUES—BOOGIE 
“Birth of the Blues’ . 


“American Jazz Boogie” 


BALLET RECORDS 


No. 207 — INTERMEDIATE— 
ADVANCED 
‘Invitation to the Dance’”’ 


“Polly” 3 


No. 208—PRE-BALLET 
“Lovely Little Ballerina” 


EXCITING NEW RELEASES 


, CHILDREN'S SERIES 


No. 114— CHILDREN'S RHYTHM 
RECORD 
“Minuet from Don Juan’”’ 
“March Militaire” 
“Cakewalk’’ 
“Chimes of Spring’ (Waltz) 
“Polk 99 
“Opus 17 #1” (Mazurka) 


No. 115—TAP DANCE 
“Rumpel-Stilts-Kin”’ 


Send for your FREE 
Catalogue & Reference Book 


P. O. Box 24186, Village Station, Los Angeles 24, California 
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ORIGINAL DANCE ROUTINES 
TAP BALLET MODERN 


ty EARL ATKINSON 


Beginners, Intermediate, Advanced, Professional 
Write for detailed descriptive list 


Athinsin of 


GE 40738 


719 East 32 St., Brooklyn 10, N. Y. 


NEED RECITAL HELP? 


MANAGEMENT 


by “Toni Holmstock 


Five chapters on running a successful recital . . . 
plenty off other practical management hints, too. 


Only $1.25 (We pay postage) 


“a 


Send me 


Name 


copies of STUDIO MANAGEMENT booklet. 


-- My remittance is enclosed. 


Address 


City Zone 


State 


DANCE Magazine | 


231 West 58 ‘Street 


New York 19, N. Y. 


DO'S AND DON'TS 
BASIC BALLET 
BARRE EXERCISES 

—PART EIGHT 
| 


INTRODUCTION: As with all basic barre 


exercises this particular exercise, petits bat- 


_tements sur. le cou de pied, is valuable for 


several reasons. It develops speed in crossing 
the feet front and back, a most valuable and 


necessary preparation for batterie or beaten 


steps, develops precision in movement, and 
loosens the knee for such movements as rond 
de jambe en lair. 

Again in this exercise (as in the battement 


| frappé) there is a difference of opinion in 
the various schools of technique as to the 
/ position of the foot sur le cou de pied (see 
DANCE Feb. 1955 issue). 

According to the Cecchetti system the heel 


of the working foot rests just above the ankle 
bone of the supporting foot and the pads 


70 


of all five toes rest on the floor. 

According to the Russian school the hee! 
of the working foot is held slightly higher 
than the ankle bone of the supporting foot 
and the toes are pressed down and back so 
that the working foot grasps the ankle of the 
supporting foot — the arch of the working 
foot cupping around the ankle bone. The tip 
of the big toe rests on the floor. 
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PETITS BATTEMENTS SUR 
LE COU DE PIED 


You may use whichever position appeals to 
you as, of course, both are correct. There is 


however, only one school of thought on correct. 


execution of the movement involved, which 
simplifies matters somewhat! 

The exercise begins with the working foot 
held sur le cou de pied devant. The move- 
ment of the exercise consists of sliding the 
foot a few inches to the side to open it, then 


sliding it to position sur le cou de pied 


derriére, repeating the slide to the side, and 
then sliding it inte position sur le cou de 
pied devant, and so on, repeating for as 
many counts as desired. The movements are 
small, the foot opening just enough to pass 
from devant to derriére and back again. 

The beginning student should practice this 
exercise very slowly,: and without any accent, 
in order to acquire the correct movement of 
the leg at the knee’ as this is most difficult 
at first. All action takes place solely at the 
knee joint, the thigh must be held. still. 
Beginners find this movement hard to under- 
‘and. Later, in moré advanced stages of 
development, the movement is accented each 
time sur le cou de pied devant and is done 
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BY THALIA MARA 


PHOTOS BY WALTER OWEN 


(over) 


/ 


Routines 


by Jack Manning 


(partial list) 


Most Popular Numbers 


intermediate 
Beginners 


Novelties 
Advanced 


| Spoon Time. (Playing spoons in 
Chef costume.) 


2 Tapology. (Schoolroom scene with 
dialogue in rhyme -for teacher 
and six pupils. Dance.) | 


10 Number Please. (Telephone tap 
story. Boy and girl.) 


11 Climbin' High. (Novelty tap dance 
Ladders-group. Special music 50c 
extra.) 


20 Tap Dance Sitting Down. (Line-up 
of girls. Big tap ensemble num- 
r.) 


24 Technique vs. Swing. (Court Room 
Scene—good opening—cast of 
eleven.) 


29 Soft Shoe Cane. (Solo or group. 
Lots of style, top hat and tails.) 


45 Adv. Syncopated Waltz Clog. {It's 
different.) | 


49 Rhythm Preferred. [Professional 
Routine.) 

78 Simple Waltz Clog. (Not old stand- 
ard type.) 


86 Fundamentals of Tap Dancing. 
(And a system of teaching 
them.) 


92 Doing The Jay Walk (Musical 
Comedy Tap.) 


113 Advanced Syncopated Soft Shoe 


124 Flashy Beginner's Soft Shoe (Solo 
or group.) 


126 Baby Tap Dance Course (Six pro- 


gressive fundamental routines.) 


* 


Single routines $1.00 
5 routines $4.00 
10 routines $7.00 


(Please order by number. Full Catalog 
on Request.) 


BOX 10, MANNING 
231 W. 58 S#. 
New York 19, N. Y. 
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ARLEIGH PETERSON ROUTINES 


MODERN JAZZ se 


| 


MODERN TAP £4NOVELTIES 


Send for list 


35-21 79th St., Jackson Heights, New York | 


ook lo the Future 


DANCE EDUCATORS of AMERICA, Inc. 


* MATERIAL SESSION 
Sunday, March 27th, 10 A.M. to 6 P.M. 
* Park Sheraton Hotel, N. Y. C. 
ESTELLE ADEN, @ SKIP RANDALL, Tap 


or 
DIA CHILKOVSKY. Labanotation 
. DOROTHY SINGER, Ballet @ CHESTER DOHERTY, Ballroom 


oundation 
©® AL CARESELL, Peabody @® ARTHUR PHILLIP, Samba 


* ANNUAL TRAINING SCHOOL — July 4 to 22nd 
* NEW PRE-CONVENTION BALLROOM — July [5 and 16 
* ANNUAL CONVENTION — July 17 to 22nd : 


{ 


Fof ‘ails. contact: 
DANCE EDUCATORS of AMERICA 
90-50 Parsons Bivd., Jamaica, N. Y. 


‘Plan Now to Attend! 


For Service 


509 Smith Street 
Records — Leotards — Tap — Ballet — Toe Shoes 


Quality 


Order From 


HI-NOTE 


Theatrical Shoe Co. | 
Flint, Mich. 


TEACHERS!! 


24 COLOR COSTUME SKETCHES NOW AVAILABLE 


A WIDE RANGE OF DESIGNS TO FILL every need of your 


DANCE RECITALS 


Attached to each sketch are swatches of suggested materials chosen for best stage effect 
— also — price list and necessary yardage of material graded from sizes 4 thru 14. 
Materials and all trimmings for these designs may be purchased from us. 


We individually package each child's material and“tsimming and we 
GIVE TO EVERY CHILD — A FREE — SIMPLIFIED PATTERN! 
Packages are made up from any sketch you choose 


BUILD YOUR ENTIRE SHOW FROM THIS BOOKLET OF “94” 
SPECTACULAR COLOR SKETCHES! 


Priced ‘now at only $10.00 (we pay postage) 


Patterns purchased without material $1 each — Individual sketches $1 each 


Name_ 


Address 


Please send me booklet of 24 color costume sketches :— 


I enclose (1) check [] money order [] cash in the amount of $10.00 


— 


Zone State 


PACKAGED COSTUME shaves, 118 West 44th Street, N. Y. C. 
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4. DON'T 


with great rapidity. It is also executed sur 
le demi-pointe and in various rhythmical 
combinations, in advanced grades. 

There are several very common errors of 
execution which stem ¥rom lack of under. 


_ standing of the basic movement of the ex- 


ercise. In order to perform the movement 
correctly the knee of the working leg must 
be very relaxed so that the lower portion 
of the leg swings freely as if on a hinge. If 
the knee is not loose and relaxed but is kept 
stiff the movement wi (have to begin at the 
hip, the thigh will move back and forth, and 
it will be impossible to achieve the speed 
which is the inherent function of this exercise 
in its advanced stages. The thigh must remain 
still and motionless throughout the exercise. 

Another common mistake in beginners is 
to attempt to change the position of the 
working foot when it passes to sur le cou de 
pied derriére. The foot does not. alter its 
position at any time., 

Still another common fault is permitting 
the working knee to turn inward as the foot 
swings back. The knee must be kept firmly 
pressed outward at all times. The supporting 
knee must be tightly pulled up, of course. 
DO’S AND DON’TS: In the first picture 
Sonja Bacharach is demonstrating a correct 
position of the! foot sur le cou de pied devant 
for the petits-battements sur le cou de pied. 
She is demonstrating the position of the foot 
as in the Russian method, grasping the ankle 
of the supporting foot with the arch of the 
working foot. The heel is forward and the 
toes are pressed down and back toward the 
heel of the supporting foot. The tip of the 
big toe rests on the floor. 
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DON'T 

As in all the ballet barre exercises, correct 
body placement is of prime importance (see 
DANCE, July 1954). In an exercise such as 
this one, when standing on one foot, there 
is a tendency to “sit into” the hip on the 
supporting side. This must be watched care- 
~ fully. See how correctly placed Sonja is and 


at the same time. This permits her to have 
complete freedom of movement and action. 


In the second picture Sonja shows us a 
correct position sur le cou de pied derriére. 
The toes point away from the supporting heel 
as the foot has not altered its position during 
the movement of passing from front to back. 

In the third picture Eva Di Piazza is show- 
_ ing us the incorrect way to hold the foot sur 
_ le cou de pied derriére. The toes have been 
allowed to press forward out of correct align- 
’ ment. The working knee, too, has been allow- 
: ed to drop forward so that it turns inward. 


_ In the fourth picture Eva is showing us 
another incorrect position, this time sur le 


: cou de pied devant. The foot should not be 
held in a full point position nor raised so 
high that the toes -are above the ankle bone 


of the supporting foot. 


In the fifth picture Eva shows us the error 
of permitting the foot to cross too far over 
the supporting leg. The value of the exercise 
''s lost if the movements are not precise and 
the foot kept to its exact and correct position 
ur le cou de pied — it must not swing 
wildly. She is also showing us the fault of 
‘sitting into” the supporting hip which pro- 
duces a strain on both the supporting knee 
and the spine. (to be continued) 
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' how relaxed and at ease she appears to be, 


130 WEST 46TH ST... WN. 


Artistic 


IN EVERY PAIR OF La Mendola SHOES 


VT oes by a master” 


FOR TEACHERS, STUDENTS & PROFESSIONALS 


JU 6—0113 


THIS 


Write 
for 
1955 
Catalog 


KALMO STORY 


KALMO for SUPER SERVICE (cetivery in 1 $0 3 days) 
KALMO for LOW PRICES 


KALMO for PATTERNS 
KALMO for SKETCHES 


KALMO for BEAUTIFUL FABRICS 
KALMO for RELIABILITY 


KALMO IS for YOU 
ALL THE WAY 
THROUGH 


123 W. 44TH ST. 
NEW YORK 36, N. Y. 


COLORFUL BACK ISSUES 


“DANCE HISTORY IN THE MAKING” 
Send orders to 

DANCE Magazine 

231 West 58 Street, New York 19, N.Y. 


AMERICAN DANCER, June ’27 thru Jan- 
uary 42—$1.00 ea. DANCE Magazine, 
from June $1.00 ea. (except three Ar 
most receng tssues — 50¢€ ea.) 


PIN A DOLLAR TO THE COUPON 


And we ll send you a Special Soft Covered Edition of 


FLEXING FOR BALLET 


100 body conditioning exercises outlined for you by a , 
successful teacher-performer, illustrated by famous dancers. 
Only $1.00 


Here’s my dollar. Send me a copy of Eileen O'Connor's Flexing For‘Ballet 
(Soft Covered Edition) 


Name 
Address 


City 
DANCE magazine 


Seate 


231 West 58 Street 


New York 19 
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Dance Teachers say they are ‘THE GREATEST" 


for a complete list of 
ss send for free catalog 


STATLER RECORDS, Box 189, Radio City Station, New York 19, N. Y. 


ask your favorite dealer 


a NE W LEOT ARD IS BORN 


of 


/ St | 


MONE «i 
net tu tu.. 


Glow jersey.| All adaptable 


Here it is. . 
Recital, very very theatricall And, it is 
budget-priced. Leotards with a bevy 
sequins 
trimmed leotards ... Leotards 
trimmed with sparkling glass orna- 
Feathet-trimmed leotards ... Leotards with nylon 
. Mambo-striped leotards. 
for the various Recital routines. 


‘Presented by ART EEN 


SOMETHING NEW AND 
WONDERFUL IN 
RECITAL WEAR 


. @ dance costume for the 


silver- 


Gold and 


15-color choices in Satin 


You may select high necklines, turtlenecks, ring, ballerina and scoop necklines, 


cowl necklines. 
Children and adults sizes, 


And accessories galore: 


Sold at WHOLESALE prices to Teachers of Dance. 


Tights, gauntlets, skirts, sashes. 


Two to three week delivery. WE PAY POSTAGE. SEND FOR CATALOGUE 


showing the styles and price list. 


ART TEEN 


Manufacturers 


Basic Leotards 
ALWAYS 
In Stock 


226 So. 11th St., Phila. 6, Pa. 


feeling of intimacy in their duets. 


WAGNER'S SKETCHES 


The greatest variety of sketches in the dance 
field (You can solve any costume problem 
with these sketches) Each sketch has its own 
individual pattern. No crossword 


problems to solve 


Series A-L (II sets in all) for $9.00 


TOTAL 376 DESIGNS 
No school should be without these books 


No C.O.D.'s 

Over 30 years of service to the dance 
fieldl guarantees, that orders will be 
carefully and efficiently filled, as prompt. 
ly as possible, Quer prices are reasonable 
and honorable. 


ithe low prices will amaze you) 


available 
for each 
sketch 


FREE CATALOGUE TO DANCE TEACHERS 
A COMPLETE AND BEAUTIFUL SELECTION OF FABRICS TO COVER ALL YOUR NEEDS 


WAGNER'S 


149 W. 48th St. © New York 36, N. Y 


When in New York. drop in to see 
our rare assortment of materials, 
leces trimmings, jewels, spangels, etc. - 


PATTERNS 


Reviews 
(continued from page 67) 


Jose Greco and his 
Company of Spanish Dancers 
Brooklyn Academy of Music 
January 15, 1955 


José Greeo and his company have 


« 


a wider audience for Spanish dance th. 4, 


perhaps, any other group on these shores. A) d. 
For they maintain a. 


this is understandable. 
high level of technical execution, and desp te 
constant performance, their programs 
fresh and lively, 
Nevertheless, one 
ance with the feeling that) the 


and range of Spanish dance are being sone 


leaves a Greco perforin 
true subtlety 
demands of “show 
straddle the pap 


dance 


malleated to the 
often they 
intent of concert 


what 
business.” ‘Too 
between the deeper 


and the more immeitiate 


effects of entertain 
ment dance, | 
Their level 


Bronze 


nearest approaches to concert 
in the flamenco dances of the 
Margarita Zurita and Jose Maneilla, 
of Mr. Zurita 


have remarkable 


came 
(ry psies. 


and in those (Greco himself, 


and Maneilla achieved 
Their po 
taut, Heeting 


high-pitched and 


vestures seem like 
And Mr. 


unsparing 


nant 
a mysterious shared lan 
puape, Mancilla’s dancing embel 
lishments are 

Mr. Greco's solo dancing is at once satisfying 
and frustrating. By now, everyone Who has i 
knows how handsome an ap 


is the 


in their invention, 


television. set 


pearance he makes how steely line 
of his back 
But all of this. is, 
couraging. For one feels that Mr, 


placed a limitation on his own personal de 


face. 


velopment by siphoning off so much creative 7 


energy into the demands of managing a com 


pany; providing new 
constantly touring the 
Tf only he could find the 
ered time te probe deeply within himself and 
that would help him to 


artistte 


unenecumb 


discover the roots 


realize his fullest potential and rise 


from being a fine Spanish dancer to being 
preat one, 


Of course, the energy he has devoted to hy 


company has its own compensations, His prin 
Ronda ha 
This was particularh 
Midsummer Night 


cipal female daneer, Lola de 
grown greatly finesse, 
in her classic solo, 
(Albeniz). 

The company’s ensemble 
And the 
Jota 


Ronda 


notable 
Serenade 


individual 
and the Danza Fstremena 
and Paul 
incidentally, 
And although on 
associates him with the ballet, he 
a Spanish dancer, 


polished, 
Anita’ Ramos’ 
for Lola de 
a ney 


sprightly, Haakon: is, 


addition to the company, 
usually 
very eflective as 

Other company members were Luis Olivare: 
Rosita Torres, Dolores del Carmen, Lupe de 
Angel Soler, 


Blanco 


Antonio Jimenez; guitarist 
Migual Careia; 


pianist Roger Mach ido 


Kio, 


Ricardo and singe! 


Chinin de Triana; 
irrepressible flamenco. singer-danee! 


Maya. 


and the 


Teresa 


how chiselled and serene ‘his 7 


(sreco has 


dances for it: and® 
night clubs and variety 


work is brisk and 
dances lik 


paradoxically, dis 


Haakon are 


DA 


| 
PATTERNS 
TRIMMINGS 


d. | 10! Sidewalks of New York—3 parts in 3 tempos 109 Sweet Georgia Brown Ballet Variations 
a, @ Sidewalks of New York—Routines— 3 tempos You're the Cream In My Coff@ ” Welte—Menstotll . 
502 Turkey tn te | Darktows 204 Ballet Variations and Exercises 
103 Old Folks at Home Shuffles and Taps for Strings 
104 Anchors Aweigh 111 Irish Washerwoman as de 
Ti 205 Ballet Variations 
n @ 105 Two Hearts'in % Time : bg Pas de Caracter—Prelude—Swanlake— 
Tea for Two 112 Alabama Bound ell 
om | Hot Lips — 201 Ballet Barre Exercises Bluebirds—Sleeping Beauty 
107 Swannee Glowworm—Dreaming 501 La Cumparasita—Tango 
ap Mama Inez Narcocsus Every Little Movement—Fox Trot 
ce 8 108 Doll Dance 202 Ballet Exercises— 502 Good Night lrene—Waltz 
: By Heck Dance of Swans—Candite—Waltz Betty Co-Ed—Fox Trot 


Special Album Teaching and Practice Kit. Three record 
- | album with complete description of Barre Exercises 
la, 9 | and Positions, Centre Work and Variations in Waltz, 
itn | Mazurka, and Polka time. Six sides of Special Ballet 
ble | Music for Dancing. PLUS A LARGE WALL CHART— 
35"'x 22"'—giving correct spelling and pronunciation. 
"E+ | Complete Record album with full text and fully illus- 


| DISCS THAT DAZZLE WITH 


4 _ DANCE AIDS CO. 


6404 York Bivd., Los Angeles 42, Calif. 


V 
HI- Fi SOUND 


THE FIVE BASIC RHYTHMS 
FUNDAMENTALS OF TAP DANCING 
SPECIAL ALBUM TEACHING KIT (5 Non-breakable viny- 


lite records). Complete with Practice steps and Routines 
in the FIVE BASIC TAP RHYTHMS PLUS a large WALL 
CHART 35"x22" listing Basic Steps and Rhythms. 
10 Sides. of Special custom made record recording for 
tap dancing. Complete $10.00 
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Lasti-Leotard worn with an attach- 
able Tu Tu skirt. This costume is a 
favorite of students and profession- 
als throughout the world. Available 
in 15 gorgeous colors. = 


Worn with the lovely ‘Whirl-a- 

Weve" Leotard (left), the Tu Tu skirt 
takes on new beauty and style, per- 
fectly accenting the classic lines of 
the leotard. In 15 lovely colors. 


“IN CANADA: 1022 Sherbrook St. W., Montreal | 


hi 
k f / f h ’ 
...unlocks the secrets of recital tashions: 
| 
Sizes: Adults. 10-20 q | 
ists | * IN U.S.: 5719 | 
a8 
ce! | Manufacturers of Better Dance Wear ) 
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CLASSIFIED 


WANTED: Classical BALLET Eicher for es- 
‘tablished Ballet School in Virginia. State Quali- 
fications to: DANCE Magazine, 231 West 58th 
St., N. Y. C., Box A-78. 

Well-grounded and experienced ballet  in- 
structor,. male female, ballet 
school for | year with view to buying.;Capable 


tea: hing 


or to take over 


pre-ballet through professional, 
choreograph and produce full. length ballets, 


also teach teen-age ballroom and direct formal 


aance for lattef. W ell established southern 
.chool with good monthly income and tre 
mendous opportunity for expansion. Write: 


Dance Magazine, Box A-74, 231 W. 58 St., N.Y.C. 
EXPERIENCED DANCING teacher wanted for 
1955 season starting September |, at estab- 
lished Boston school. Must ballet, 
acter, ‘batic. State qualifications io 


Box A-73, 231+ W. 58 St., N.Y.C. 


teach char 
i me at 


Dan e Magazine, 


Moving to another 


city. Will sell well-estab- 
lished dance school and ‘mailing lists. Goad 
business section of St; Louis. Fine opportunity 
for capable teacher. Reasonably priced. ‘Write 
DANCE Magazine, Box A75, 231 W. 58 St., 

KOR LEASE — Established — (29 yrs) successful 
gance studio (21 O00 square feet, main studio] tio 
qualified teacher. Adjoining attractive home. 
250 active students (all take two lessoné or 
more weekly). Waiting list. Wonderful op 


tunity for teacher wishing to move to fast grow- — 


ing southwestern city. Wish to retire. Give cre 


dentials. Write: Dance Magazine, Box ee 
231i 58 St... N. LE 

Sale: danc @-MUSIC | SK NYC. Exc 
location. Well established, fully equippen, 
good steady g¢lientele. Our good reputation 
brinas constant recommendations. Reasonable 
rent with leases- Illness compels selling. Write 
DANCE Box ‘A-76, W. $8 
m.Y.C. 


FOR YOUR RECITAL 


use STROBLITE 


Luminous color effects 
on your costumes 


THE SENSATION. 
OF 
RADIO CITY 
MUSIC HALL 
Inexpensive and 
will add a 
Broadway touch 
to your recital 


PD PP 4 


- 


In U.V. light 
Dept. D, 75 W. 45 St. 


In ordinary light 


\STROBLITE CO. 


New York 36, N. Y. 

| 
im over 
2. 
300 RECITAL FABRICS 
Send For 1955 CATALOGUE 
3 
STAGE ADrics CORP. + 
135 West 45 St. (at Tinles Square) 
New York 36, N. Y. 
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CONDUCTED .BY TONI HOLMSTOCK 


like 


have a living to make, 


other working 
and have 


Professional artists, 


people, as 


many, and sometimes more problems in doing 
so. A guild or union for them is their protec- 
tion for minimum salaries and decent working 


conditions. There was a time when actors. 


singers and dancers had. no contracts, no 


and 
individuals 


minimum salaries, no travel .expenses 


no guarantees. Companies and 


were often stranded far from the main base 


of operation, without funds, friends or. re- 
course, 
Since Actors Equity (and © subsequently 


other organizations for the protection of all 
performers and workers) was _ estab- 


the lot of the performer has become 


theatre 
lished, 
reasonably secure. It .is. not our purpose to 
and benefits or pros and 


enough that the 


go into the value 
cons of unionized Jabor 
lot of performing artists has improved since 
the of these guilds, and the 
professional aquired the of an 
a—dilitante or a 
performing. 


establishment 
has status 
worker, rather than 
“freak” 
is no single organization for dancers 
in organ- 
actors. There 
which a 


honest 
talented 
There 
But dancers 
with 
organizations 


who enjoys , 


alone, are included 


izations singers and are 


four main to dancer 


must belong if he or she obtains employment 
in a legitimate theatre production, TV pres- 


entation, night club, or a_ ballet) company. 


Although each of these guilds serves the same 
basic purpose of protection, they cover differ- 
ent areas of performance and vary to some 


PROTECTION FOR DANCERS 


salaries, ete. We shall deal primarily with t) - 
4As, although SAG (Screen Actors’ Guile 
and SEG (Séreen Guild) wo: 
amicably with them. 

The chart below helps explain the bare, 
outlines of each of these organizations. 
(American 
flexible 


Extras 


basic 
They all stem from the A F of L 
Federation of Labor) and have a 
working arrangement under the title of “As 
and Artistes of America,” 


The 4As are: 


sociated Actors 
generally known as the 4As. 
_CEA - 
sion of Actors Equity Association ) 
Jurisdiction: Legitimate Theatre Productions 
AFTRA American Federation of Televi- 
sion and Radio Artists 
Jurisdiction: TV and Radio 
AGVA — American Guild of Variety Artists. 
Jurisdiction:. Presentation Houses, Night 
Vaudeville. 
American Guild of Musical Artists 
Jurisdiction Ballet Companies, Concert 
Companies, Singers and Dancers in Opera 


(Clubs, 


(Companies 

These four work together and honor each 
other’s memberships, since performing artists 
have many media in which they earn their 
livelihoods. In all instances dancers will find 
it expedient to join one of these, 
ing it the parent organization), 
the necessary arrangement to work under the 
jurisdiction of any of the others. 


(consider 
and make 


As each guild has s6me variation for such 


‘xtent in their set-up, provisions, minimum (continued on page 78) 
| AF of L 
4 As — ASSOCIATED ACTORS AND ARTISTES OF AMERICA 
CEA: AFTRA: AGV A: AGMA: 
Chorus Equity American Fed. American Guild American Guild of 
Ass'n of Television and of Variety Artists Musical Artists 
Radio Artists 
JURISDICTION Legitimate Theatre TV and Radio Presentation Ballet, Concert, 
Productions for Houses, Night Opera 
Dancers & Singers Clubs, Vaudeville 
INITIATION $50 $100 $100 Scaled according to 
FEE 4 income — $25 to $100 
DUES $18 per yr. Based on annua! $36 per yr. Scaled according to 
‘ncame fram TV income — $30 to $160 
or recording work | 
SALARIES $90 per week $42.40 to $154 Scaled according $87.50 minimum 
(minimum) (based on number to contract & ballet companies 
of performers: length of contract $68.00 minimum. 
leagth of program; period opera companies 
varies for 
area covered by | 
station) 
REHEARSAL|PAY | $55 (4 weeks) Extra rehearsals Adjusted by’ the $47 first 5 weeks. 
$3.20-$4.00 per hr. individual, usually 
ie none as these are 
specialty-acts 
most cases. 


All above applicable to Hee York. 


Local guilds are usually autonomous. 


All items subject to change. 


Chorus Equity Association (a divi- 


D4. 


} 
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| 
| 
| 
| 
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A scene from Max Liebman's TV spectacular "NAUGHTY MARIETTA” shown over 
. WNBC-TV «utilizing Maharam fabrics with costumes designed by Paul Du Pont. : 
a Al ll of the glamorous MAHARAM FABRICS, trim- 
. mings, accessories that are featured in Max Liebman’s 
. TV Spectaculars are available to you. MAHARAM can 
: i also supply you with patterns and sketches covering any 
; costume theme you intend to produce. So make sure 
you consulta MAHARAM 


t— expert and discover how 
| easy it is for you to achieve 
that Spectacular’ 
effect. 


Write for our 21st Edition 
Fabric Review. Available 
to Dance School teachers 
and customers without 
charge. 


credits 


PAUL DU PONT 
Internationally famous 
costume designer, | 7 
has also designed | 
a great many Broadway Z 
productions featuring 

Maharam Fabrics. 


NEW YORK: 130 West 46th Street © CHICAGO: 115 So. Wabash (Wurlitzer Bldg.) © LOS ANGELES: 1113 So. Los Angeles Street 
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The Y on 
the castanets 
YOU BUY 
_is your guarantee of 
QUALITY 
Charles R. Young 


1061 La Mesa Dr. 
Fullerton, Cal. 


JUST PUBLISHED OUR NEW 


1955 CATALOG 


28 PAGES OF DANCING. 
GIFTS AND PRIZES 


Full Line oF Dance 

Trophies — Pins — 4D Cases 
Neckscarfs — Headscarfs — Books 
Handkerchiefs — T-Shirts — Dolls 


New 1955 Line of 
CALIFONE PHONOGRAPHS 
with variable speed control 


Complete selection of 
STATLER RECORDS | 
finest record for practice & performance 


WRITE FOR OUR FREE CATALOG 


H. W. SHAW 


246 — 5th Ate: (near 28th St.) 
N.Y.C. 1, N.Y. MU 3-5794 


“SURE SERVICE SEE SHAW” 


STYLE LEADERS 
for 
OUTSTANDING 


TRIMMINGS 


PATTERNS 
SKETCHES 


Combine them at 


101 W. 41st St.. N. Y. 36 


For Dance School Teachers only. 


Attach this coupon to your school 
stationery. 


C) f would like to register for rape 
new 1955 catalogue. 
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(continued from preceding page) 
arrangements, we shall not go into -this 
aspect, except to say that initiation ees and 
dues are adjusted. are 

I should like to emphasize the fact that 
no dancer need belong to any organization 
prior to employment. But after a dancer 
(soloist or corps) has been hired, he or she 
must sign up with the organization which 


has jurisdiction in the category. It is the | 
responsibility of the producer to seé ‘that wnie 2 


is done. 

Some of the guarantees covered in the con- 
tracts for performers are: minimum salary; 
rehearsal time and pay; overtime; sustenance 
pay and travel expense out of town; travel 
conditions; costumes; shoes; wigs; make-up: 
pension and welfare fund; bond posted by 
producer for each performer to ensure pay- 
ment; days off and rest periods; dressing 
room conditions, etc. 

In each case there are many variations. 
AGMA, as an example, will write different 


provisions into tontract with «different - 


ballet and opera companies: no doubt taking 
into account the varied circumstances, such 
as number ‘of performances to be played 
during .a given time, etc.. each year 
conditions, and therefore contracts, may vary. 

The purpose of these organizations is to 
help the artist obtain the best possible work- 
ing remuneration and working conditions. 
Naturally they are interested in having as 
many members working as they can, and for 
this reason will often adjust their demands 


to suit a given situation; at the same time | 


ensuring basic protection to their members. 
Each company has some one person known 
as a deputy or shop steward, who is the 
spokesman and representative of the particu- 
lar guild concerned with that group. This 
person is chosen by the corps members. It is 
by such. means that performers are now 
protected against unreasonable demands. sum- 
mary dismissal’ or abandonment on tour. 


Walter E. Owen 


Mme. Nena Coronil, left, director of the 
Coronil Ballet Co. of Venezuela. chats with 
Tatiana Grantzeva who joins the staff of the 
Coronil School and Co, as teacher, performer 
and TV director. Among the guests at the 
Jan. 18 party prior to Miss Granizeva’s de- 
parture for Caracas, were Liane Dayde, Alex- 
andra Danilova. Nathalie 4Krassovska, Mary) 
Ellen Moylan. George Zoritch and Michael 
Maule. The latter has also been signed to 


work with the school and company, at least 
for several months. 


DANCE 
ROUTINES 


With Complete Sheet Music 
by VERONINE VESTOFF 


59 The Golden Doll—Character Toe—Adv. 
52 Rustic Carnival—2 Girls—Iinter. 

48 Russian Dance—Folk—Adv. 

49 Russian Folk Song—Folk—Int. 

50 Russian Peasant Dance—Folk—Int. 

51 Russian Sweethearts—Folk—!Int. 

54 Silver Star Polka—Folk—!Int. 

58 The Firefly—Classic—Adv. 

57 Tamara—Character—Adyv. 

56 Sylvia Dances—Classic—Int. 

55 Sleeping Beauty Valse—Classic—Int. 
62 The Jockey—Classic—Iint. 

63 The Moon Falry—Classic Toe—Adv. 
64 The Way of Old Pekin—Character—int. 
65 The White Peacock—interprotive—tat. 
66 Titania—Classic—Adv. 

67 Tyrolian Folk Dance—Group Folk—Int. 
68 Valse Bluette—Classic Toe—Adv. 

69 Valse Polonalse—Classic Toe—Adv. 
70 Young and Old—Character—Int. 

34 Pas de Trois—Classic—Adv—$1.50 

32 Obertas—Polish Country Dance—Adv. 
33 Pas de Deux—Classic Toe—Adv. 

35 Petite Polka—Classic—Adv. 

36 Pierette—Classic Toe—Adv. 

37 Pierrot—Character—Adv. 

39 Poet's Love—Group Folk—Int. 

40 Polish Bride—Character—Adv. 

42 Polish Mazurka—Folk—Adv. 

41 Polka Caprice—Classic Toe—Adv. 

43 Polka Musette—Couple—Adv. 

44 Pomponette—a character dance—Adv. 
45 Puppets—Boy & Girl—Adv. 

46 Rendezvous—a character solo—Adv. 
53 Serenade d'Amour—Classic—Adv. 

17 Dance Tyrolese—Folk—Int. 

18 Echo of the Ballet—Toe—Adv. 

19 Esmeralda Galop—Toe—Int. 

20 Fascination Valse—Toe—Adv. 


21 Gavotte “Lady Betty''—Classic—All grades. 
22 German Peasant Dance—Boy & Girl—Adv. 


23 Gopak—Character—Adv. 

24 Grand Valse Brilliante—Classic Toe—Adv. 
25 Hungarian Folk Dance—Character—Adv. 
6! The Hussar—Military Solo—Adv. 

26 Kaleenka—Folk Beginner — 

28 La Danseuse—Toe—Adv. 

30 Na Beregu Polka—Folk—All grades 

31 Naughty Girl Polka—Beginner 

47 Russian Couple Dance—Folk—Int. 

10 Caucasian Veil Dance—Oriental—int. 

60 The Hungarian Don Juan—Character—Adyv. 
5 A Russian Maid—Folk—Int. 

2? Moment Lyrique—Toe—Adv.” 

| Air a Danser—Toe—Inter. 

3 A la Valse—Classic Toe—Adv. 

6 Badinerie—Toe—Ady. 

7 Belinda Polka—Classic Ballet—int. 

8 Bon Vivant—Eccentric—Adv. 

9 Bow and Arrow—Classic—Int. 

13 Chinese Dance—Character—Int. 

1! Champagne Galop—Eccentric—Adv. 

14 Columbia—Classic Toe—Adv. 

27 La Coquette—Toe—Adv. 

15 Dance of the Magyars—Folk—Iint. 

16 Danse Serpentine—Character—Adv. 

4A Mexican Flower—Character—Adv. 

12 Chin-Fu's Wedding; 24 pages of music; 


complete dance instruction $1.50 | 


2 A Holiday in Russia; 20 pages of music 
and dance notes $1.50 


Except those 


$1 eac marked otherwise 
$4.00 for any 5 Routines 
$7.00 for any 10 Routines 


No C.O.D.’'s Send money order or check 


VESTOFF BOX 446 
231 W. 58th STREET 
NEW YORK 19, N. Y. 
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DANCE ROUTINES 
by Tomaroff 


$8.30 For 10 Numbers 
You Save $4.00 
$1.20 each 


ANITRA'S DANCE—A dance with pantomime. 
AUTOMATIC DOLLS Mechanical, for couple. 
BULERIAS—Spanish dance with heel work. 
BUTTERFLY—Effective toe number. 

CHINESE SCENE—Grotesque, for trio. 

CLOCK DANCE—Interpreting the movements. 


FADO—A flirtatious Portuguese solo number. 
GARROTIN—Typical Spanish Gypsy dance. 
GYPSY—Easy for child with tambourine. 


HOPAK—Advanced Russian solo. 
HUNGARIAN—A spirited solo number. 
HUNGARIAN GYPSY—Fast, showy solo. 


JAVANESE—Stately and serious. 

JOTA—Live'y Spanish folk dance. 

LA MANTILLA—Fascinating Spanish Dance. 
LESGINKA—A tartar dance with knives. | 
LOVE'S JOY—A dance of joy and freedom. 
MAZURKA—Brilliant Polish solo number. 
MAZURKA—Easy Polish Dance for child. 
MEXICAN—For couple to ‘Jarave Tapatio’’. 
MODERNISTIC TOE—Toe modernistic number. 
ORIENTAL SCARF—Dance with scarf. 

PAS DE DEUX—Romantic number for couple. 
PIERROT—Solo number with pantomime. 
POLKA—Simple steps in coquettish manner. 
POLKA TOE DANCE—Advanced technical toe. 
ROMANCE—A toe dance of twilight. 
RUMBA—Exhibition. solo Cuban dance. 
RUSSIAN SLED—(Troika)—Girls imitate ponies. 
RUSSIAN SWEETHEART—Russian couple dance. 
SCARF DANCE—Solo bare-foot number. 
SPANISH—Easy Spanish dance with fan. 
SPANISH GYPSY—Solo tambourine number. 
SPANISH WALTZ—A fascinating solo. 
TARANTELLA—Italian folk dance for couple. 
SWAN, THE—The dying swan of Paviova. 

TOE DANCE—Classic toe number for solo. 
TOE WALTZ—Advanced technical toe solo. 
WALTZ VARIATION—Flowing movements, solo. 
WINDS, THE—Fast, with whirls and turns. 
ADVANCED RHYTHM BUCK—Syncopated wings. 
BALLET SOFT SHOES—With ballet variations. 
BEGINNER'S BUCK—Easy steps, drum rolls. 
BILL ROBINSON'S TAPS—Intricate steps. 

EASY TAPS—3 easy numbers for children. 
ECCENTRIC RUBE—A hick solo number. 
ECCENTRIC TAP—Off beat, comical number. 

| GREEN EYES—Snake hips to Bolero rhythm, 
INTERMEDIATE BUCK—A little more advanced. 
INTERMEDIATE SOFT SHOE—Cleverly Combined 
IRISH JIG—Typical of old Irish dances. 

LINE UP KICK ROUTINE—Group of 8 to |6. 
MILITARY TAP—Very effective. Interm. 


RHYTHM BUCK—Intermediate with flaps. 
RHYTHM SOFT SHOE—Advanced and tricky. 
SAILORS HORNPIPE—Created with taps. 
SIMPLE SOFT SHOE—Easy for beginners. 
SIMPLE BUCK—Standard tap steps. 
SYNCOPATED BUCK—Advanced with pick-ups. 


SYNCOPATED WALTZ CLOG—To skaters waltz. 
TAP TRIO—Effective number, stop time. 
TAPS AND TURNS—Ballet turns included. 
WALTZ CLOG—Effective number -for beginners. 


Full catalogue on request 


Send Money Order, Cash (registered), 
No C.O.D.'s 


ARON TOMAROFF 
Box 50 
231 W. 58th St.. New York 19, N.Y. 


DUTCH DANCE—A solo number with pantomime. 


HARLEQUIN AND COLUMBINE—Coquettish duet. 


HUNTRESS, THE—Advanced toe with riding crop. 


OFF BEAT RHYTHM—Abundant body movements. 
SYNCOPATED LINE UP—Easy, with tennis racket. 


SYNCOPATED RHYTHM BUCK—Advanced rhythm. 
SYNCOPATED SOFT SHOE—Advanced to 4/4 time. 
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Adventure 
(continued from page 36) 


times we have utilized the distortions of 
moving toward and away from the light 
suurce. We have projected a variety of old 
prints and engravings and- extremely modern 
abstract slide backgrounds for the shadows 
to move across. 

In this shadow technique most of our 
stories have been told in realistically enacted 


mime movement but we have also done pure 


dance. When James Michener told us several 
stories of the Pacific, we balanced a poetic 
creation-legend of the island of Mokil with a 
documentary film study of Mokil. Against 
spoken verse, John Butler created an _ al- 
legorical birth of the island world, using pure 
dance terminology. The limitations of working 
in the confined area of the screen are some- 
times frustrating for the choreographer and 
dancers. Since the receiver at home projects 
a two dimensional black and white picture, 
and the shadow-play uses these essentials, this 
technique has often been very successful. We 
simply create in two dimensions from the 
beginning. 

The first chance for a choreographer to 
work in the full scope of the studio came 
only a year and a half later. Here again, how- 
ever, the problem requiring illustration was 
far from ordinary. For a year we had been 
planning a series of genetics and our first 
story outline required a good deal of detailed 
animation. It was a story of heredity. Certain 
set patterns occur during conception, when 
the chromosomes in the male sperm join 
the chromosomes in the female ovum. Fach 
chromosome carries hereditary traits. The 
hereditary possibilities in these random meet 
ings of the chromosome during conception 
formed the basic pattern for John Butler’s 
choreography. IT don’t know how much a 
layman looking at chromosomes in a micro- 
scope could learn. T don’t know how much 
our audiences have learned about the subject 
from watching John Butler’s choreography. 
The tremendous response from educational 
institutions asking to use the kinescope for 


teaching purposes reassured us. Apparently, 


this was a fresh, visual approach to a sensitive 
subject. 


PURE DANCE 


Until now we have’ been’ reminiscing 


about some different functional uses of dance > 


on Adventure. We saw it used on dilm by the 
scientist as accurate documentation. In_ the 
shadow-play we saw it used to tell realistic 
stories, or create a counter-mood as in the 
creation allegory of Mokil. On the floor map 
and in the dance of the chromosomes, dance 
did what animation would have done on a film 
of those subjects. Our dancers finally had a 
chance to take off their hoods or chromosome 
masks, come out from behind the projection 
screens, and appear as “genuine” dancers. It 
was one of our most successful shows. Terpsi- 
chore got her biggest chance on a show study- 


ing her sister muse, music. 
(over) 


— 


TRADE MARK, REG. 
(DANNY HOCTOR, Pres.) 


*RECORDS* 


ROUTINES 
SHEET MUSIC 


Send For FREE ‘Catalogue 
Dance Records, Inc. 
P.O. Box 289 


Radio City Station 
New York City 19, N. Y. 


hom 
LOSHIN'S 
DANCE SHOES 
FABRICS — ACCESSORIES 


302-304 W. 5TH ST. 
CINCINNATI 2, OHIO 


WRITE FOR CATALOGUE — DEPT. D. 


KATE SHEA 


Costume Fabrics. 
Feathers & Accessories 


Specialists in Woven Top Cellophane 


Send for New Catalogue 


112 West 44th Street 
New York City 


La Fay Finest Quality 


DANCING SHOES 


DANCE ACCESSORIES 


107 West 46th St., New York 19 
Write for Free Catalog ““DM”’ 
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Honrbets costumes 
FOR IMMEDIATE DELIVERY 


ELASTICIZED LEOTARD WITH 
ATTACHED 3 TIER 


NYLON TU TU SKIRT 


3 95 CHILDREN'S SIZES 
(ADULT SIZES $4.75) 


~ 


ELASTICIZED CAP-SLEEVE 


CHILDREN'S SIZES 9) 25 
($2.95 ADULT SIZES) . , 


ELASTICIZED SLEEVELESS LEOTARD 


95 CHILDREN'S SIZES 
(ADULT SIZES $2.65) 


NEW TIER 


NYLON TY pANTY 


ELASTICIZED 
THIS SMART (HIP HIGH) NYLON TUTU SKIRT CAN BE WORN OVER ANY 
LEOTARD FOR A COMPLETE CHANGE OF COSTUME, AND SLIPPED OFF 


WHEN NOT NEEDED. | | 
$925 CHILDREN’S SIZES 
(ADULT SIZES $2.50) 


ALL AVAILABLE IN THE FOLLOWING COLORS 
BLACK — WHITE — PINK — AQUA — RED — CORAL — 
7 YELLOW — ROYAL BLUE — LT. BLUE — LIME — LAVENDER 


NEW YORK DISTRIBUTOR FOR 


TWIN-TONE TAPS STEPPING TONES 


WRITE FOR RUSSELL & 
FREE 32 PAGE VELMO 
CATALOGUE RECORDS 


(continued from preceding page) 


We had for a long time been eyeing th 
tremendous collection of weird and beautift 
musical instruments in the Museum colle: 
tion. It was exciting to think of their resu 
rection from those tomb-like vaults to b 
heard again. I don’t know what the Museum 
visitors or curators must have thought th 
day we brought musicians and tape recording - 
into the vaults to record what foreign sounc . 
were hidden there. The premise of the sho. 
was simple: with the dancers “playing” 
chords and melodies on a huge keyboard, » : 
showed the limited possibilities in our 
familiar eight-toned scale. We discussed the 
sounds between the keys, the half-tones an 
quarter tones, while the dancers looked on the 
keyboard to find the source of those new 


- sounds. We studied sounds from a collection 


of instruments of many cultures whose scales 
are always foreign to our untrained ears. 
Samuel Barber, one of the modern composers 
whose work has always shown an_ interest 
in new sounds (remember his works for 
Martha Graham), was commissioned to 
compose a dance composition based on his 
reaction to the sounds we had taped. We 
could only afford six musicians but twenty-six 
different instruments were used. Only four 
were modern: a flute. harp, French horn and 
clarinette. Barber and John Butler had only 
two weeks to create this commissioned work. 
I remember some frantic scenes in the New 


York studio, with Butler on the phone noting 


new sections of the score as Barber gave 
birth to them out in Mt. Kisco. Neither of 
them could really be sure of what the music 


sounded like until only a few days before air, ° 


because the musicians were still valiantly 
trying to figure ouf “which way was up” on 
some of the instruments. Barber titled his 
composition Adventure and Butler’s company 
will shortly perform the piece in concert at 
the Brooklyn Academy, and later on, in 
a European tour this summer. It is exciting to 
think that concert audiences will see Ad- 
venture. 

It is in fact, disappointing that so little 
television dance is ever seen again. Especially 
when one considers how difficult it is to 
finance dance projects in the theater. But it 
is also disappointing to think how few dances 
created for television deserve second viewing. 

On Adventure a few weeks ago, Walter 
Terry, Herald Tribune dance critic, and Dr. 
Harry Shapiro, head of the Anthropology De- 
partment of the Museum discussed “Dance 
Around the World.” We saw autlkentic filmed 
dances that had divided into three general 
groups. The traditional preoccupation with 
movements of the hands carried us_ from 
India to Siam. Moving across the equator we 
compared revolving pelvic motions in Egypt 
with the swaying variations in Tahiti. With 
footwork as the focus we travelled from 
Spain, north to Scotland and west as far as 
Russia. Butler’s dancers had two jobs on this 
show. To orientate the audiences’ viewing of 
the filmed dance, they broke down or “X- 
Rayed” the main movements of hands, pelvis, 
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vis, 


i 


etc. We climaxed the show with a new dance 
by ohn Butler which tried to show how a 
con.ination of these specialized movements 
fron ethnic sources could be combined when 
mocern technique was used. It was difficult 
and not altogether successful. How frustrating 
to try to make an important observation of 
the whole world of dance in thirty minutes. 
Someone should devote a series of shows to 
the subject. It certainly deserves it. 

The scientists have shown us with their 
films the seriousness of purpose in dances of 
all cultures. On Adventure dance has been 
most successful when it carried a_ serious. 
responsible part in telling our story. We have 
never used dance as just a decoration. Every 
new subject requires experimentation to find 
the best technique. As we experiment, our 
vocabulary in dance becomes richer but we 
always need fresh ideas for presentation. And 
as the scientists continue to broaden their 
scope, we will continue to call upon the 
choreographer and the dancer to ‘help us 
solve new problems in communication with 


our audience. THE END 


_IN THE NEWS 


Carolyn Carter 


The Atlanta Civic Ballet, Dorothy Alex- 
ander, Dir., rehearses for its weekly program, 
“Between Shows” on WLW-A TV. The pro- 
grams so far have included dance discussions. 
demonstrations, performances and interviews. 


Paul Weller 


Marie Marchowsky, familiar to concert-goers 
here and in Europe, sets a precedent at the 
Henry St. Playhouse by presenting three con- 
‘ecutive programs at that theatre March 11, 
2 & 13. Miss Marchowsky, seen above in 
“Pompe Funebre.” will be assisted in one 
umber by Judith Klausner, Naima Wallenrod 
ind Anne Rosengarten. 
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Summer Dance Workshop in FE LJ 
1O WEEKS OF STUDY AND TRAVEL IN 7 COUNTRIES FOR $1250 — all ladiesive 


Touring by private bus thru England, Scotland, France, Holland, Belgium, Switzerland, Italy - 
FESTIVALS — CLASSES — FOLK DANCING — SIGHTSEEING 


Specially arranged classes with: MARY WIGMAN, RUDOLPH LABAN, 
HARALD KREUTZBERG, MARCEL MARCEAU 


DETAILS FROM:— LUCILE NATHANSON, 30 EAST END AVE., N. Y. C. 


IN TIME FOR RECITALS 


Elnstic LEOTARDS 


IN 16 BRILLIANT COLORS 


e SLEEVELESS with Nylon Skirt Attached 
e SLEEVELESS 
e CAP SLEEVE 


“tes Elasticized Leotards stretch to fit the body, 
: , thereby giving a perfect fit. 
COLORS: 
ALL SIZES 


BLACK, TURQUOISE BLUE, SEA GREEN, 
PURPLE, RED, YELLOW. WHITE, PINK, 
ROYAL BLUE, CORAL ROSE, ORCHID, 
CHARTREUSE, LILAC, KELLY GREEN. 
AQUA and POWDER BLUE 


Send for our complete catalog 
and special teachers price list. 


A ONE-STOP 
RECORD SERVICE! 
= Russell © Stepping Tones 

Totten Velmo 
Ri, | Reinbow © Dance Aid HOUSE OF DANCE SUPPLIES 
Selva Ringle 129 CENTER ST. 

MILWAUKEE 12. WISC. 


FOLK DANCING every Friday 


SOCIAL DANCING every Saturday Beautifully Decorated with Dancing Figures 
9 p.m. to 1 a.m. 


2 inch elastic CINCH BELTS 
Instruction and Participation Subscription 


$1.00 with your Studio Name in Gold Print 
Send for list 


SCREENCO NOVELTIES, INC. 
131 W. 24th STREET, N. Y. C. 


Also: Artistically decorated, excellently 
equipped Studios for rent 


AVLON STUDIOS 220 W. 43 St.. N.Y.C. 
LOngacre 4-2616 


1955 DANCE CALENDARS 


Now 15¢ each per hundred 


Twelve stunning danee photos bound into a luxurious calendar-book 


Perfect gift for new students or as merit awards 


USE THIS HANDY COUPON TO ORDER YOURS 


“Send me 1955 Dance Calendars 


| enclose remittance in the amount of $ 


Address : 

DANCE Magazine 231 West 58 Street New York 19, N. Y. 
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applause for 


best catalog 
in the 
business! 


we admit it. we’ve been in business over 25 
years. we've sent out costume fabrie cata- 
logs every year. this year we printed more 
than any other ‘year. but who knew they 
would go over with such a bang? who knew 
that we wouldn't have enough to go 


around ? 


maybe it’s the huge array of spectacular 
new fabrics. maybe it’s the easy-to-follow 
patterns or the tremendous variety of colors 
and novelties. maybe it’s the gorgeous cos- 


tume sketches. who knows? who cares? 


you love it. we're tickled pink. we’re print- 


ing more for the handful of dance teachers 


haven't received theirs yet. limited 


edition, of course ... so order yours today ! 


gms get the finest costume catalog and stay carefree with this 


ASSOCIATED FABRICS CORP., DEPT. D-3 
10 East 39th Street, New York 16, N. Y. 


[] Please put me down for an advance copy of your new 1955 
Costume Catalog. Also send ime sketch sets as indicated below. 


Set No. 1 of 24 black-ond-white sketches... @ $1.50 
[ ] Set No. 2 of 24 black-and-white sketches ............... @ $1.50 
[_] Set No. 3 of 24 full-color sketches .. @ $3.00 
CG Set No. 4 of 24 full-color sketches @ $3.00 
Set te. 12 @ $1.00 
[ Group JS, set of 12 black-and-white sketches............ @ $1.00 


of 


coupon 


Enclosed find remittance of $ 


Serving Dancing Teachers 
For Over Quarter of a Century 


ASSOCIATED 
FABRICS 
CORPORATION 


10 East 39th Street 
New York 16, N.Y. 
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(continued from page 26) 


history in an exciting, visual way. If we can 
capiure the imagination of newcomers to the 
ball-t audience in this way, we will have 
served a necessary function. | 

This year, whatever dancing has been on 
OMNIBUS has been integrated into the work 
involved. For instance, the story of Ballet 
Girl which told of a child dancer’s) first les- 
sons and The Merry Widow in which John 


Butler caught the spirit of the period without. 


dwarfing the most important values of that 
classic operetta. It was.a harmonious mass 
with song going into dance into story and 
back to song. There is a lot of dancing on 
television. It is not all ballet. The audience 
that sees a first-rate work (or even a bad 
one) is enormous, more than any ballet com- 
pany can hope to play to in theatres in a life- 
time. What we need are fresh-thinking choreo- 
graphers who will do their planning well in 
advance so that the rigorous limitations set 
down by the unions for rehearsal periods can 
become a useful time for polishing the work 
instead of a hit-or-miss putting’ together of 
steps to bars of music. There is no road-tour 
in television for ironing out kinks, for 
strengthening story-lines, and for getting the 
proper balance between soloists and ensemble. 
Each day we are asked to do everything from 
Scheherezade to Romeo and Juliet. All the 
successful ballets of all the repertories in the 
world do not mean success on television. If 
Romeo and Juliet by Tudor is to be a success, 
the choreographer must start with the idea 
and create it expressly for the camera. 

What TV needs is a permanent, flexible 
dance company rehearsing continuously and 
building\a repertoire which would range from 
the classics to musical comedy. It should have 
one or two permanent choreographers bent on 
creating for the medium. Not only should 
ballets be performed, but programs about 
the dance should be part of the work schedule. 
If we pretend that each time a ballet is done 
on television the audience is seeing this form 
for the first time, we would not be wrong. In 
time, the public will) grow with the works. 
The cliché concept of a be-tutued young 
lady with wings as the image conjured up 
by our audience whenever ballet is mentioned 
needn't always be so. If the creation of such 
a permanent company were possible, there is 
no reason why it couldn't take its place along- 
side the NBC opera and permanent dramatic 
programs. 

The history of television cannot be written 
without including ballet on the very ground 
floor. All the channels were using standard 


ballel in the earliest experiments. There is 


_ glamour, escape and beauty in ballet: there 


always has been, there always will be. 
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Perry-Mansfield * Motion Pictures on the Dance 


Colored, Silent and Sound, 16 mm For Rental or Purchase Rates Address: 
Portia D. Mansfield Steamboat Springs, Colorado 


BRAND NEW TAP DANCE RELEASES 
HO HO HO 


TAP RHUMBA 
No. 112 MARGIE No. 269 PERFIDIA RHUMBA — 
BAND PLAYED ON SOL TROPICAL 
TILLER DANCE 
TAP | No. 277. THERE'S NO BUSINESS 
No. 113. PETER COTTONTAIL LIKE SHOW BUSINESS 
SWEET ROSIE O'GRADY IDA! SWEET AS APPLE CIDER 


Available on 78’s and 45’°s — Send for FREE Catalog 


Rainbow Recording Corp. 767 Tenth Ave., New York 19, N. 


TUTU CHARMS 


Charming charms in white enameled TUTUS and pink slippers in bright gold finish 
to be worn by all dance lovers. The five basic positions in Ballet are authentically 
represented in these creations. 


A. Earrings, | pr. $1.25 © B. 5 positions Bracelet, $2.50 
C. Snappette pins, pr. $1.25 © D. Kiddy Bracelet, $1.25 
E. Necklace, $1.25 


No C.O.D’s ¢ Send Check or M. O. @¢ Prices include postage 
and Federal Tax 


JEWELRY FOR DANCERS 
634 LINDBERGH DRIVE, N.E., ATLANTA, GEORGIA 


Also Available at leading department stores and specialty shops 


7 


Dx the west’s most complete 
EN / theatrical supply house_ 


wt ; DANCE FOOTWEAR 
s 
on 


Accessories 
Dance Records 
Max Factor’s 
FABRICS & TRIMS, Fluorescents our specialty Make-up - Wigs 
Ms | Most Original and Largest Selections 
FASTEST, MOST DEPENDABLE MAIL ORDER SERVICE 
FREE Catalog to Teachers Only 


DANCE TOGS 


Leotards -Tights 
Opera Hose 
DANSKINS 
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‘Farrell St., San Franci Calif Skating.Sk 


Our 7 story building is 
completely stocked with 
everything for your 
school under one roof, 


Again in 1955 


EAS START RIGHT HERE 


UR RECITA 
with 


New Fabrics — New Sketches 
— New Patterns — New Hats 
— New Novelties and a com- 
pletely new 1955 
Catalogue. 


Write for your free copy dha 
Don't delay. We never have 
enough to supply the demand. 
You will get many new ideas that 
will make your show Come Alive. | 


| 


HERE ARE SOME OF THE FAB- 
ULOUS NEW NON.-TARNISH FLITTERED 
OSTRICH, MARABOU AND FEATHERED HATS WE |]- 
HAVE BEEN TELLING YOU ABOUT. WRITE FOR 
COMPLETE DESCRIPTION, ALSO FOR THE LOW 
PRICES AND COMPLETE SPECIAL TEACHER'S OFFER 
THAT APPLIES ON EVERYTHING YOU BUY AT 


WOLFF-FORDING. 
REMEMBER 


WOLFF FORDING FABRICS AND TRIMMINGS | 
ARE SPECIALLY TREATED FOR STAGE LIGHTING. 
- THEY WILL MAKE YOUR SHOW EXCITING, EX- 
AND SPECTACULAR. 


Here are a few of the thousands of items that we 
stock. Materials are in a complete range of colors 
and off€n in many qualities. 


it's 
for - Value, NOVELTIES 
Famous since |893 TRIMMINGS ORGANDIES 
FLUORESCENTS DUVETYNE 
COMPLETE TAFFETAS 
IGHTS 
STOCK OF LEOTARDS RAYON 
SELVA AND RECORDS LACES 
STOCKINGS JEWEL CLOTHS 
E. B. SMITH SKIRTS LAME’ 
TAPS ~ JUMP ROPES ACCESSORIES 
WRITE FOR SPECIAL DRUMS SUPPLIES 
TEACHERS’ OFFER MARACAS 
| FINGER-CYMBALS SKETCHES 
ON THESE AND CASTANETS PATTERNS 
OTHER ITEMS HA 6-6240 


Bell Sound System 
Electrical Amplify- 
ing Phonograph — 
The Finest Money 
Can. Buy At a Spe- 
cial Teachers’ Price 

to You 


84 


46 STUART STREET, BOSTON, 16, MASS. 


Complete port of 
TOTTEN, VELMO 
and RUSSELL REC- 
ORDS, Routines and 
Sheet Music at 
Special Teachers’ 
Prices 


WOLFF-FORDING 


* The Complete Theatrical Department Store * 


Liebman 

(continued from page 32) 
after so much intense rehearsal, the perform 
ance was done only ,once. Although he admit 
quite honestly that ‘ifs the legitimate theatr 
were not economically so precarious, he woul. 
still prefer to work for it. For there is th 
excitement of a live audience every night an 
the repetition of a good performance over 


period of time, instead of just once. 


Liebman’s career in the legitimate theatr 
was long and arduous. Including his days o 
writing class plays at Boys High School i) 
New York City, he has been a_ theatre-ma: 
for about forty years. And so when _ peop)!. 
talk of his “instantaneous success” in tel: 
vision, he is inclined to chuckle. 

After graduating from high school in 191°. 
Liebman went to Texas to make his first mii- 
lion in oil. But the theatre soon detoured hin. 
He latched on to a down-at-the-heel magicia: 
and thought up little tricks of showmanshi)) 
to make the magician’s act sell. One of hi- 
most successful devices was having a group 
of people stationed in the wings to moan when 
the magician sawed a lady in two. Here ai- 


ready he knew instinctively just how much 


moaning to allow so that the audience would 
be frightened by the act and not cross the 
tenuous borderline into amusement. 
By the time he got back to New 
was committed to the theatre as a_ sketch 
writer and producer of vaudeville acts. By 
1925 he began his summer assignments as 
entertainment director in summer camps—an 
activity “that was to continue for .twenty-two 
years. Winters found him play-doctoring and 
writing special dialogue. for Hollywood. 
-The show that he remembers most fondly 
is The Strawhat Revue, which opened on 
Broadway in September, 1939. It was a lively 
little excursion contrived and staged by Lieb- 
man and featuring performers and material 
from the previous summers at Camp Tam- 
iment. Among the youngsters in The Strawhat 
Revue were Imogene Coca and her husband 
Bob Burton, Danny Kaye, Alfred Drake. 
Ruthanna Boris, Dorothy Bird, Mata and Hari 
(or Ullbright and Krahn, as they were then 
listed) and choreographer Jerome Andrews. 
The critics liked The Strawhat Revue. 
the late Burns Mantle pointed out that many 
of the better items were dance numbers. 
After The Strawhat Revue. Liebman kept 
on grinding out songs and skits and_ special! 
material for shows like Up in Arms (1944). 
Let's Face It (1944), Tars and Spars (1945). 
The Kid From Brooklyn (1946), Make Mine 
Manhattan (1948), many others. With 
Kaye's wife, he turned 
of Kaye’s patter songs. including 
“Pavlova” satire. “But always.” 
“I was in with just one foot.” 
In fact. one mournful day. when he 
once again “at liberty.” he wandered through 
the Wanamaker department store and came 
upon a television set. That was in 1939. \nd 
he decided that if television ever made the 
grade, he would hitch his wagon to it. 
The break came in 1949, when he was hired 
The Admiral Revue, staring 
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program . . 


television dance. 


Im gene Coca and Sid Caesar as comedians 
an. Marge and Gower Champion as featured 
daicers. Liebman’s choreographer for The 
Admiral Revue was James Starbuck of the 
Baliet Russe de Monte Carlo. When The Ad- 
miral Revue later became Your: Show of 
Shows in the autumn of 1950, Starbuck re- 
mained as choreographer. 

Right from the beginning, Liebman’s inter- 
est in dance was carried over into his tele- 


-yision work. And the newspapers began. to 


notice it. In 1950 the Journal American 
said, “Max Liebman is clearly the top man 
in the TV musical field. He has given bright 
fluidity to the once static background, adds 
modern polish to ballet designed especially 
for TV...” John Crosby of the Tribune 
mentioned that Your Show of Shows offers 
some of the best ballet numbers on TY.” 

When Liebman first went over to TV, he 
had a reservation which he voiced by saying, 
“I will live and die theatre, but I’m diverted 
in my affections at the moment.” Clearly he 
felt that television had limitations that might 
hamper his creative development. But the 
way in which dance was handled on his pro- 
grams as time went on, indicates how whole- 
heartedly he embraced the medium. 

In 1952, critic Saul Carson 
Liebman’s development by saying, “I can still 
remember the awkwardness of the camera 
usage on “Admiral” when a pair of dancers 
would cavort out of focus or a ballerina would 


summed up 


' . have her torso cut in the middle or — worse — 


ker lovely legs would appear stumpy and 
sausage-like because the camera angle had 
not been thought through before air time. 
Nothing of that gaucherie remains on this 
Your Show of Shows, thanks 
largely to Liebman, is a program that has 
established its own place on the TV air, 
capable of . . . dancing that often rises a 
notch or two above the merely kinetic gyra- 
tions of the hoofer.” 

Liebman himself feels that there are no 
limitations to the possibilities of television 
dance. To prove his point he mentioned the 
fact that the television camera offers a whole 
new dimension for introducing .a number. 
With the camera as its eye, the audience may 
approach the dancers from the front, over 
the footlights as it were, and it may leave 
them the same way. 

The camera can also make dramatic points 
that are not possible in a theatre. For ex- 
ample in Filling Station, (which kept return- 
ing to the conversation,) the gunman makes 
his stage entrance with gun pointed. On the 
television screen, the gun was first presented 
alone in a close-up to increase the dramatic 
intensity of the moment. 

And herein lies one of the principal chal- 
lenges of television dance. It requires not only 
a choreographer, but a dance-aware camera 
director, and a producer with a feeling for 
dance. Combined they realize and emphasize 
the vital elements in a dance work, and in 
so doing create a new kind of dance — 
Max Liebman has done 
much to help make this possible. 
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LEOTARDS 


This turtle neck LEOTARD 


SLIPPERS 


Hoffert exclusive SUPER 
and ITALIAN HAND°MADE 
toe dancing slipper provides 
ease and ,comfort to the 
wearer. Ribbons free. 


Here is a sleeveless elasti- 
cized LEOTARD with shoul- 
der straps and ‘'V’ neck. 


BALLET 
SLIPPERS 


The RUSSIAN soft-toe 
has full canvag lining to 
absorb perspiration. 
fashioned with short elk 


Elasticized LEO- 
TARD with slender 
shoulder straps and 
nylon tu-tu skirt ° 
washable © quick 
drying no iron- 
ing. Children and 
adult sizes. Many 
colors. 
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TAP SLIPPER 


A flexible light weight slipper, 
constructed with strong high 
arch, short vamp, round toe 
and wood heel. 
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HOLLYWOOD CONSOLIDATED 


Columbia Pictures signed Jerry Antes to 
a term-contract thanks to Betty Hutton... 
Metro will re-make “Waterloo Bridge” as 
a musical starring Leslie Caron .. . Over 
at Paramount they’ve announced plans to 
use over 200 dancers for “Anything Goes.” 
Choreographer Roland Petit has signed 
Michael Panaieff to conduct morning bal- 
let class. So far Buzz Miller has been 
inked to do a specialty with Jeanmaire in 
addition to local dancers: Jimmy Brooks, 
Carl Ratcliff, Bob Petrovich and Buddy 
Bryan. When Nick Castle takes over his 
half of the choreographic chores on this 
lavish musical there will be much jazz 
and swing combined with Petit’s ballet. 
LeRoy Prinz was signed by this same 
studio to choreograph Jesse L. Lasky’s 
“Big Brass Band” ... 20th Century Fox 
finally got fed up with Marilyn Monroe's 
reluctant attitude and she “got the axe” — 
with Sheree North taking over all of Mar- 
ilyn's important upcoming films. Betty 
Grable has returned to her home lot to 
co-star with Sheree in “How To Be Very 
Very Popular” . . . no choreographer set 
yet... Fred Astaire has signed Denise 
Lemley to do a specialty with him in the 


' finale, ‘International Playboy,’ for “Daddy 


Long Legs” .. . Universal-International 
has contracted The Mid-Westerners (WLW- 
TV's), square dance group from Cincin- 
nati, for sequences in “The Second Great- 
est Sex” which Lee Scott is choreograph- 
ing. 


The Ballet Russe de Monte Carlo com- 
pleted a successful engagement at the 
Philharmonic auditorium with Maria Tall- 
chief, Yvonne Chouteau, Frederic Franklin 
and Leon Danielian in the star line-up 
.. . Helen Silver scores her second tri- 
umph at the Civic Playhouse where she’s 
currently starring in “This is Your Life, 
Mendel,” a Yiddish comedy with music. 
Helen says she’s had many B’way offers 
but her agent is being very cautious. 


A newsy letter from William Skipper in- 


forms us that he has been signed by _ 


producer Jack Segasture to choreograph a 
revue called “Pleasure Dome,” in which 
Ruth St. Denis will again appear on B’way 
after an absence of 40 years .. . Don Lurio 
has left the cast of “Peter Pan” to join 
the road company of “Pajama Game,” 
which reminds one that Lisa Lang, also of 


‘Peter Pan” has been studying voice, . 


dramatics and more dancing to insure 
ogling producers that she’s just right for 
up-coming productions . . . Shirley Mac- 
Lain was spotted by Bob Hope and signed 
'o do his television show . . . Roland Petit 
and his wife Jeanmaire have been ap- 
proached by Max Liebman to choreograph 
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and dance in an original 2-hour ballet 
for a “Spectacular” ... Paul Godkin and 


Kelly Brown were responsible for the fine 
choreography on “Shower of Stars” ... 
Which major studio will get Max Liebman 
to produce and direct a full-length theat- 
rical musical this summer? . . . Mercury- 
International and producer-director Gene 
Mann will do a musical series for tele- 
vision. Choreographer Josephine Earl has 
opened a dancing school on Sunset Blvd. 


HOLLYWOOD IN LAS VEGAS 


Your reporter spent this past month in 
Las Vegas and he can’t resist telling 
about “Magic Town.” It’s almost unbeliev- 
able, this mile in the desert known as 
“The Strip,” where every night is like 
opening night on Broadway. People of all 
nations and from every state in the U. S. 
clamor to the plush rooms of seven truly 
fabulous hotels where the current mar- 
quees read: Nat “King” Cole, Martin & 
Lewis, Sophie Tucker, Jimmy Durante, 
Toni Arden, Marie Wilson, Tony Martin, 
Katherine Dunham, Kaye Ballard, Mary 
McCarty, Fred Waring, Polly Bergen, Dor- 
othy Dandridge and a host of supporting 
acts. Let's meet the choreographic per- 


sonnel who provide exciting routines every — 


two or three weeks for the most discrim- 
inating audiences in the world: 

The Sands: This is the “king” of the 
hotels, with Jack Entratter (Ziegfeld of the 
West) reigning. Choreographers Bob Gil- 
bert and Renee Stewart have for two years 
executed some of the finest routines seen 
hereabouts. Their current efforts “Magic 
Town” and “Calypso Blues” feature Mark 
Aldon, Fred Hansen, Bert Henderson and 
George Spelvin augmented by “The Most 
Beautiful Girls In The West” including 
such famous showgirls as Becky Nelson, 
Irene King, Evelyn Haver, Barbara Waide 
and Joanne Boston. 

The Last Frontier: This hostelry boasts 
the choreographic efforts of Jean Devlyn, 
who has been on The Strip for many years 
and whose reputation spreads throughout 
the U.S. with a flock of clubs to her 
credit. 

Wilbur Clark’s Desert Inn: The incompar- 
able Donn Arden of Moulin Rouge and 
Paris Lido fame stages the most lavish 
shows imaginable with his clever eye for 


patterns and “props;” his stages almost | 


always revolve featuring “water curtains” 
and smoke effects as well as very capable 
dancers among whom are included: Gor- 
don West, Val Goodrich, Ed Krieg, and 
Donn’'s assistant, Jimmy Barron. 

El Rancho Vegas: LeRoy Prinz who spent 
some 20 years as choreographer at Para- 
mount and Warner Bros. is the man who 
stages the shows. Dottie Dee handles the 


choreography. 


HOLLYWOOD AND LAS VEGAS 


The Fabulous Flamingo: Ron Fletcher of 
“Top Banana” and “Ice -Capades” sets 
some stunning numbers featuring two of 
the finest male dancers in town: Bill 
Carter and Don Powell, who. surround 
themselves with 14 gorgeous girls in ex- 
citing and well-paced routines. 


The Sahara: Impresario Bill Miller has 
for three years utilized the talents of 
George Moro and his Sa-Harem Dancers, 
who really “glorify” the supporting acts. 
The Thunderbird: This home of “break-in” 
acts features Gayle Robbins as choreog- 
rapher and acro-dance artist Lou Wills 
Jr.. a welcome addition. 


The Showboat: All of Las Vegas dance 
world was- shocked to hear that Dorothy 
Dorben‘s line will no longer appear since 
the hotel is temporarily suspending pro- 
ductions. It’s too, too bad since Dorothy 
has the best trained dancers in town. 
Every girl is a soloist and the team of 
Jack & Marge Tygett help to make every 
show a real treat for Vegas theatregoers. 


The aforementioned group of hotels rep-. 


resents regular theatre-type rooms just off 
the “Pit” (term meaning the gambling 
area where such games as crap, black- 
jack and roulette are in full-swing 24 hrs. 
a day), mecca of perpetual excitement 
and reason for the existence of “Las 
Vegas!” .... as for the future .... this 
town has only begun. 


The New Frontier: This .represents the 
hottest item in the dance world this year 
with the signing of Bob Alton as choreog- 
rapher and the team of Livingston and 
Evans as musical composers. This ought 
to put the “Bravo's” into Vegas audiences 
The Royal Nevada: George Tapps will 
choreograph with his own concert group 
and 16 additional dancers signed for the 
opening. Guy Tanno assists. Rehearsals 
are currently underway in Hollywood. 
Hotel Riviera: Hal Belfer becomes pro- 
ducer-choreographer in a room boasting 5 
revolving stages, ramps, etc. and a chance 
to really splurge on dancers. Rumor has 
it Mark Aldon and Gretchen Hauser will 
assist. ~ ) | 


The Moulin Rouge: This “international” 
and interfracial hotel is in the rehearsal 
stages with a colored line whose choreog- 
rapher is unknown at this writing. 


The months of April and May will 
find announcements concerning who shall 
choreograph for The Dunes, The Star- 
dust and The Lady Luck. Jimmy Star- 
buck is reportedly interested in this town 
as well as many other top names and 
your reporter predicts that when these 
fifteen hotels light “The Strip” this sum- 
mer, Las Vegas will be a dancer’s Para- 
dise. THE END 


FLORIDA 


DANCE SCHOOLS 


‘CALIFORNIA 


Ballet School, Ziceva 
Children, ‘Adult and Teachers 
631 B St., San Mateo Dlamond 83-8485 


Michael Brigante Dance Studio 
Ballet - Toe - Spanish - Tap 
4167 W. 3rd St., Los Angeles 


be Carpenter Studio 
Theatrical Arts 


' Tap - Ballet.- Toe - Acrobatic - Baton — 
1140 W. Slauson Avenue, Los Angeles 44 


Kathryn Etienne, Ballet Teacher of: 
Virginia Mayo, Mitzi Gaynor, Matt Mattox 
6636 Hollywood Bivd. HO 41794 


Al Gilbert ool of Dancing 
Teachers’ Training for Children’s Work 
4108 B West Burbank Bold., Burbank 


Lemone Studio of Interpretive Ballet 
Studios: Pasadena—1702 Lincoln Ave. 
Arcadia—324 S. First St., Call SY 47265 


Eva Lorraine (Mordkin) Classical Ballet 
‘Director California Children’s Ballet 
Studio: 181% W. Colorado, Pasadena 
DU 49172, SY 3-4498 


Mason-Kahn Dance Studios - 
Graded Method in Tap, Acro. Cecchetti 
Ballet. Prof, Production Training Dept. 
1125 Market St., S. Fr. 3 UN 1-2110 


Julia Stuart, Director Artist Studios 
All types of dancing, Allied Arts Prof. 
2721 Wilshire Blvd., S. Monica (new loc.) 


SF Conservatory of Ballet 
Beginner thru Professional 
PUBLIC SCHOLARSHIP COMPETITION 
2160 Green St., San Francisco JO 7-3377 


COLORADO 
The Ballet Theatre School, 


- Denver Branch 
Francesca Romanoff, Director 
1318 Lincoln Street, Denver 


Lillian Cushing School of Dancing 
-1429 Marion Street, Denver 5 
Maxine Williamson — Associate’ 


Vera Graham Plastic Ballet Studio 
_ Plastic, Dramatic, Natural & Toe 
1400 Josephine, Denver, Ea. 4789 


CONNECTICUT — 
Conservatory of Allied Arts | 
Dance Faculty Ballet-Toe-Interpretive — 
_ Bernard Ostfeld, Ballet Master 


\730 Whitney Ave., New Haven S. T. 71-4760 


Thomas Armour — Ballet 
8027 Biscayne Blvd. Miami 17-4848 
2973 Coral Way Miami 48-7845 


Byron Dance Studio 
Myrtle H. Byron — Directress 
1244—14th St., Sarasota Ringling 3-9852 


Ella May School of the Dance 
07 So. MacDill, Ave., Tampa 
Ballet, Tap, Character, Acrobatic 


Georges Milenoff Séhool of Ballet 
Ballet — Toe — Character — A 
Ph HI1-85462, 251 Palermo, Coral one 


Frank Rey Studios 
1317 S. Howard, Tampa, Fla. 


Tampa, TarpongSprings and Dade City 


ILLINOIS 


Allegro School of Ballet 
Outstanding Artist Faculty 


25 E. Jackson, Chicago WA 2-6914 


| Armstrong-Reed Studio 


Bernadine Hayes, Director 
Ballet - Tap - Character - Hula 
7002 N. Clark St., Chicago, 26 She. 3-0752. 


Belle Bender Ballet School 
Training for Opera - Concert - Theatre 
410 South Michigan Ave., Chicago 


Gladys Hight School of Dancing 
Trains for Teaching - Ballets - Theatre 
162 No. State St., Chicago 


Berenice Holmes School of Ballet 
184 West Washington Street, Chicago 


International Ballet Club 
(The Artist’s League) 
> Office: 1054 W. Wilson Ave., Chicago 40 


Ivory Tower practice studios de luxe avail- 
able for Art, Dance, Drama, Music 
18 W. Ontario St., Chicago 10 DE 7-8956 


Edna L. McRae School of the Dance 
410 South Michigan Ave., Chicago 5 
Webster 9-3772 

North Shore Academy of Dance & Theatre 

Arts Approved 
1054 W. Wilson Ave., Chicago 40 


Ruth Page 
135 So. LaSalle St. 


John Petri Ballet School 
allet - Character - Interpretive 
228 S. Wabash Ave., Chicago 


Neil Peters School of Dance 
Ballet - Interpretive - Spanish 
877 N. State 


Bentley Stone-Walter Camryn 
School of Ballet 
185 VW. Madison St., Chicago 2 


INDIANA 
Jordan College of Music of Butler 


University 
Baccalaureate Degrees Conferred 
Complete Dance Dep’t — Indianapolis 2 


IOWA 


Betty Mae Harris School of icnes 
Member of: CNADM, DEA J 
Boone & Perry | 


KANSAS 


Lewis-Wright School of Dance © 
Studios: Newton and Wichita, Kansas 
Summer: Nat'l Music Camp, Interlochen 


Wichita School of Fine Arts 
Aline W. Rhodes, Youth Culture Dept. 
226 N. Phone 4-1309 


KENTUCKY 


Courtney School of Dance 
304-308 Norton Building 
Ellis' Obrecht, Director 
Louisville 2 


MASSACHUSETTS 


JA 7914 


| The Beacon School of Classical Ballet 


Cecchetti Method; Character & Mime 


_ 7-11 Beaver Place, Boston LA 3-7373 
Alicia Langford School of Ballet 

Complete Classical Tr 

93 Mass. Ave., Boston CO 6-5015 


Mme. Tatjana Baboushkina-Vasiliauskas 
School of Ballet 
368 7. Broadway, So. Beston TA 5-3175 


DE 7.9133. 


MICHIGAN _ 


‘Leoma Kowalski Dance Studios 


Graded Method in Tap, Acrob., Cecchetti 
131 W. Wisner Street, Alpena 


Nicholas Tsoukalas Dance Studios 
Greek Classic—Cecchetti-Ballet—Characte, 
—Spanish (Home Study Castanet 
11339 WV oodward, Detroit 2 


MINNESOTA 


Victor Stengel — School of Ballet Arts 
Ballet Master and Director of 


' Midwest Ballet Company 
818 Hennepin Ave., Minneapolis MA 5600 


MISSOURI ¥ 


Myldred Lyons Studio of the Daace 
Ballet - Tap - Acrobatic 
RKO: Missouri Theatre Bldg., Kansas City 


Ruth Shafton School of Ballet 
Ballet, Toe, Toe Adagio, Character 
213 E. Gregory, \Kansas City DE 5964 


NEVADA 


Reno Ballet Arts Academy 
Archalee Correll, Director 
214 California Avenue, Reno 2-8032 


NEW YORK 


Dick Andros Studio of Dance 
Ballet - Modern - Body Conditioning 
353 6th Ave.” OR 5-8418 


The Minna Bailis Dance School 
Creative — Modern — Ballet 
846 New Lots Ave., Brooklyn NI 9-1748 


Albert and Josephine Butler 
Ballroom Dance — Postural Dynamics 
36 West 59th St. PL 3-2412 


Byrnes and Swanson, DEA, DMA, B.D.A. 
Ballroom-Material for Teachers 
201 West 72nd St. at Boway TR 3-0852 
Air Conditioned 


Roye Dodge School of Dance, Ing. 
Ballet—Tap—American Jazz—Acrobatic 
123 West 49th St., N. Y. 19 CI 6-8798 


Eve Gentry 
Technique-Improvisation-Concerts 
268 W. 47 St., MU 9-8264; JU 6-7947 


Modern Dance School, YM & YWHA 
Doris Humphrey, Director TR 6-2221 
Lexington Ave. & 92nd St., N. Y. 28 


Jack Stanly School of Dance 
Tap, Ballet, Acrobatics, Spanish, Modern 
Jazz, Ballroom. Day and Evening Classes. 
1658 B’way (5let St.) N. Y. C. CO 5-9223 


OHIO 


Marie Bollinger Vogt 
Toledo Ballet Workshop 
2211 Jefferson Avenue, Toledo 


Anneliese von Oettingen School 
Ballet - Character - Acrobatic - Tap 
2425 Gilbert Ave., Cincinnati 6 3 


Josephine and Hermene Schwarz 
Ballet and Modern Dance . 
Memorial Hall, Daytan 


AD 9333 


OKLAHOMA 


Robert Bell School of Dance 
Former Soloist “Original Ballet Russe” 
600-A Ns Hudson, Oklahoma City 


PENNSYLVANIA 
Dance — Drama Workshop 
Official School of the International 


Repertory Bullet Co. 
5549 Forbes Ss t., Pittsburgh JA 1-7378 


AD 1542. 
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THROW AWAY SCENERY 


& PROPS FOR RECITALS 


CATALOG AVAILABLE FOR SCHOOLS 
ONLY 


INCENTIVES 
218 Seventh Ave., N.Y.C. 


LEGAL NOTICE 


STATEMENT OF THE OWNERSHIP, MAN- 
AGEMENT AND CIRCULATION REQUIRED 
BY THE ACT OF CONGRESS of August 24, 
1912, as amended by the acts of March 3, 
1933 and July 2, 1946 (Titles 39, United 
States Code, deciles 233) of DANCE MAG- 

AZINE, published monthly at New York, 

N. Y. for October |, 1954. 
|. The name and addresses of the publisher, 

editor and business manager are: Pub- 
lisher: Rudolf Orthwine, 231 W. 58 St., 
New York City; Editor: Lydia Joel, 231 
W. 58 St,. New York City; Managing 
Editor: Doris Hering, 231 W. 58 St., New 
York City; Business Manager: Jean Gordon, 
231 W.-58 S¢., New York City. 

_ 2. The owner is Rudolf Orthwine, d/b/a 
DANCE Magazine, 231 W. 58 St., New 
York City. 

3. The known bondholders, mortgagees and 
other security holders owning or holding 
one percent or more of total amount of 
RON, mortgages or other securities are: 


4. Paragraphs 2 and 3 include, in cases where 
the stockholder or security holder appears 
upon the books of the company as trustee 
or in any other fiduciary relation, the 
name of the person or corporation for 
whom such trustee is acting; also, the 
statements in the two paragraphs show the 
affiant's full knowledge and belief as to 
the circumstances and conditions under 
which: stockholders and security holders 
who do not appear upon the books of the 
company as trustees, hold stock and secur- 
ities in a capacity other than that of a 
bona fide owner, 

(Signed) Jean Gordon, Business Mgr. Sworn 

to and» subscribed before me this 30th day 

of September, 1954. 

(Signed) Paul Kaplan 

Notary Public, State of New York 

Commission Expires March 30, 1956. 


TENNESSEE 


Jane Shillinglaw 
School of Ballet 
1507 2lst Ave. S., Nashville 


TEXAS 

Frances Putnam Studios of Dancing | 
Ballet - Ballroom - Tap - Teacher Training 
Roland Guerard, Ballet Master 
2536 Westgate Drive., Houston 
K. of C. Hall, Bryan 

VIRGINIA 

Emilie Bearden School of Ballet 


allet - Toe - Adagio - Interpretive 
349-A Warwick Road, Warwick 


WASHINGTON 

Ivan Novikoff School of Russian Amer. Ballet 
60644 Union Seattle 
Teachers’ Courses — GJ. Approved 
School Residence — Summer Courses 


WEST VIRGINIA 

Studio be Dance 
nstruction in types of Dancing 
624 Fairmont Ave., Fairmont 


CANADA 


Elizabeth Leese Studio 
Classical Ballet and Modern Dance 
326 Victoria Ave., Westmount, Montreal 
Fine Art of Movement Aeademy 
Willy Blok Hanson, Director - Posture - 
Basic Interpretive Dance - Oriental 
1159 Bay Street, Terenio VA 18015 
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(continued from-page 6) 

LATIN AMERICA REPORT 

ARGENTINE: The 1955 ballet season 
was officially inaugurated by the Teatro 
Colon Co. at the Eva Peron Amphitheatre. 
The initial program consisted of “Swan 
Lake” (one-act version), the Argentine 
ballet “Estancia” with music by Gina- 
stera and choreography by Borovsky, and 
“Gaite Parisienne.” 

Olga Ferri made a successful rentree in 
“Swan Lake;” Tomin was dancing Sieg- 
fried, but sprained an ankle at the very 
Beginning of the performance and had to 
be rapidly replaced. This is the second 
time within a year that an accident of 
this type has taken place. 

Estancia was, as usual, a personal suc- 
cess for Enrique Lommi who is outstand- 
ing in the Argentine dances; Esmeralda 
Agoglia, who had been absent from the 
company for a year while expecting a 
child, also danced well. “Gaite” came off 
in spite of Juana Martini’s weak dancing; 
Antonio Truyol gave a good rendering of 
the Peruvian. (Fernando Emery) 
CHILE: The U. of Chile Ballet gave three 
open-air performances with the following 
works: “Facade,” “Don Juan,” “Redes” and 
“Csardas en la Noche.” The. standard was 
not very high, partly due to the impro- 
vised stage that had to be used, but sev- 
eral young dancers were given a chance 
to perform in important roles, to prepare 
them for dancing these next season. 

Charles Zsedenyi‘s “Ballet Experimental” 
gave its first performance with two ballets 
choreographed by him: “El Principe de 
Madera” (Bela Bartok) and “El Peine de 
Oro” to a score by the Chilean composer 
Roberto Falabella. Considering that this 
was a maiden effort by a very young 
company, the results can be deemed ade- 


quate. It remains to be seen whether the 


Ballet Experimental will be able to per- 
form at regular intervals or sporadically. 
(Hans Ehrmann-Ewart) 

BRAZIL: During the summer months 
(Jan. to beginning of Mar.), which also 
coincide with the carnival period, dance 
activities are at a standstill. The only 
news is of a small group of dancers 
(pupils of Enid Calaza Sauer), who have 
gone abroad in order to tour in Portugal, 
Germany and England with a program of 
Brazilian folklore. (S.W.R.) 
URUGUAY: Tamara Grigorieva’s year old 
ballet school gave its first performance. 
(Grania Omara) 

FROM VIENNA “BALLET” 
Gordon Hamilton’s presence on the 
Vienna ballet scene continues to have the 
most stimulating effect on the entire dance 
company of the Vienna State Opera. He 
has started rehearsals for “Giselle” with 
Grete Bauer and Willy Dirtl as Giselle 
and Albrecht .. . Erika Hanka has writ- 
ten the libretto for an “Othello” ballet 
and flown to Berlin to negotiate with 


composer Boris Blacher, for a score. These 
two works will form the opening bill at 
the old Staatsoper. 

Within the framework of a gala soiree 
at the concert hall, Yvette Chauvire made 
her debut in Vienna, together with Denise 
Bourgeois of the Marquis de Cuevas 
Grand Ballet and a company of six. Mme. 
Chauvire danced her own version of the 
“Dying Swan,” and her delicacy some- 
what overcame the disappointingly al- 
tered choreography. 

Modern dancer Harald Kreutzberg gave 
his seasonal soldout evening in Vienna. 


The phenomenon of his attraction for 


Viennese audiences no longer lies in his 
originality but in his still-strong stage 
presence and his former reputation .. . 


The German language press paid many 


tributes to Fanny Elssler, who died in 
Vienna, Nov. 27, 1884. Linda Zamponi 
DIRECT FROM PARIS 

1955 began with folklore. From Jan. 11 
to 20 the Rumanian folk dance ensemble 
presented a prdégram full of freshness and 
gaiety. Selected from hundreds of ama- 
teurs, the 115 artists—singers, dancers, 
and musicians—who form the group give 
evidence simultaneously of rigorous disci- 
pline and communicative dynamism. With 
the exception of a few brief village scenes 
—da naively mimed idyll, and stick or bell 
dances—the dances consisted of large 
massed forms varied with great cleverness 
by ballet master, Petre Bodetz. 

It was a captivating spectacle which 
surprised one with its exoticism and the 
harmony of its costumes, its dances, and 
its music. , 

Since the departure of the Rumanians, 
140 Hungarian artists are about to suc- 
ceed them on the stage of the Theatre de 
l’Empire, which later on will also play 
host to the Yugoslav dancers from the Za- 
greb Opera. The Greek Nat'l Ballet will 
be here from the 1-13 of May at the 
Theatre des Champs Elysees, completing 
the vast panorama of Central and Eastern 
European dance. 

At the Paris Opera, rehearsals are in 
progress for “Fantastic Wedding.” The pre- 
miere is set for Feb. 9. 

After the “Fantastic Wedding,” Lifar is 
planning a version of the Prokofieff ‘Romeo 
and Juliet” for the -Paris season. John 
Cranko will probably precede it with 
“Helen of Troy.” Yvette Chauvire will per- 
form the petulant heroine, which will be 
an entirely different kind of role for her 

In the absence of Liane Dayde, who is 
in the U. S., Josette Clavier replaced her 
with much freshness, in “Variatiéfis.” 

The annual dance competition at the 
Paris Opera is set for Feb. 18. Corps de 
ballet promotions are dependent upon this 
examination, which recognizes their dili- 
gence and their individual gifts. Each art- 
ist must perform two solo variations 


Marie Francoise-Christous THE END 
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‘Ballet on Discs 


_ HOPE SHERIDAN 
LP RECORDINGS 


STRAVINSKY, IGOR (1882- ) 
Continued from last month 


Les Noces 
Schreiber, Lux, Muson, Dresden State Opera 
Orch. 10°" Allegro 4010 
Rossi, Soloists, Vienna Chamber Choir and 
instrumentalists 12'* Van. 452 
Hillis, Soloists, N. Y. Concert Choir & Orch. 
12°*: Vox 8630 
Le Sacre du Printemps | 
Steinberg, Pitts, Sym. Orch. 12" Cap P8254 
World Wide Sym. Orch. 12° Cam. 110 


Stravinsky, N. Y. Phil. Sym. Orch. 
12°" Col ML48882 

Ansermet, Orch. de la Suisse Romande 
12"' Lond; LLP303 
Dorati, Minn. Sym. Orch. 12" Merc. 50030 
Monteux, Boston Sym. Orch. Vict. LM1149 
Faier, Bolshoi Theatre Orch, & Tchaikovsky 

2—12" Coloss. CRLP108/9 
Rodzinski, N. Y. Phil. Sym. Orch. & Tchaikovsky 


Schmidt-Boelicke, Kurt Graunke Orch. | 

10° Merc. 15017 
Weber, Chicago Phil. Orch. & Tchaikovsky, 
Liszt, Suppe, Grieg 12" Merc. 20013 
Ormandy,: Phila, Orch. 10" Vict. LM8 
Stokowski, Sym. Orch. & Debussy 


Vict. LM9023 

Woss, Austrian Sym. Orch. & Tchaikovsky 
12" Rem 5 
Woss, Viennese Sym. Orch. 10" Rem 149-19 


Woss, Austrian Sym. Orch. & Tchaikovsky 


12°" Rem 199-87 


Walther, Hamburg Phil. Orch. 
2"" MGM €E-3139 


Orpheus 


Stravinsky, RCA Victor Sym. Orch. 
12" Victor LM1033 


Petrouchka 
Stravinsky, N. Y. ro. Sym. Orch. & Stravinsky 
Col ML4047 

Mitropoulos, N. Y. Phil. Sym. Orch. 

Col ML4438 
Ansermet, Orch. de la Suisse Romande ~ 

Lond. LLPI30. 
Babin (pianos) & Debussy 

Col. ML4470 
Stokowski, Sym. Orch. Vict. LMI175 


Meyer (Piano) & Stravinsky 
12" Haydn Society HSLI13 


Pulcinella Suite 


12° Camden 


SULLIVAN-MACKERRAS 
Pineapple Poll 
Macherras, Sadler's Wells Orch. 12° Col ML4439 
Lanchberry, Royal Opera House Orch. 
Decca 752) 


Irving, London Sym, Orch. 12" Vie, LM1224 


TCHAIKOVSKY, PETER (1840-1893) 
Aurora's Wedding 
« Levine, Ballet Theatre Orch. & Chopin 
42" Cap P8193 
Levine, Ballet Theatre Orch. 10" Cap L8!95 
Braithwaite, Royal Opera House Orch. 
10°" MGM E524 
Braithwaite, Royal Opera House Orch. & Gounod 
12°° MGM E3052 


Stokowski, Sym. Orch. 12" Victor LM1774 


. The Nutcracker (complete ballet) 
Dorati, Minn. Sym. Orch. 2—12"' Merc. OL-2- 101 
Dobrindt, Berlin Radio Sym. Orch. 
2—12" Urania 237 
The Nutcracker (Suites Nos. ! & 2) 
Fistoulari, Paris Cons. Orch. Lond. LLP44! 
Fistoulari, Paris Cons. Orch. 10" Lond. LD9/30 
The Nutcracker (Suite No. !) 
List, Berlin Sym. Orch. & Dornroschen 
12” Alleg. 3044 
Von Karajen, Phil. Orch. & Handel 
12” Angel D35004 


Stravinsky, Cleveland Orch. 12"° Col. ML4830 
Rother, Radio Berlin Sym. Orch. & Respighi 
12"° Urania 7093 
Hollreiser, Vienna Chamber Orch. & Stravinsky 


- 12" Col ML4048 
Kostelanetz Orch. & Tchaikovsky! 12'" Col ML415? 
Ormandy, Phila. Orch. &- Tchaikovsky 


12" Col ML4729 
st 6 Royal Opera House Orch. & Chopin 12" Vox 8270 
$2! Decca 9550 Markevitch, Phil. Orch. 12° HMVI 
Stock, Chicago Sym. Orch. & Sibelius, Enesco, Renard (Opera-Ballet) ‘ | 
Reznicek 12" Entre 3002 Craft, Soloists, Orch. & Stravinsky 12° Dial 10 
Moralt, Vienna Sym. Orch. & Sleeping Beauty Scenes de Ballet 
12, " Epic 3078 Stravinsky, N. Y. Phil. Sym. Orch. & Stravinsky 


Fistoulari, Paris Cons. Orch. & Tchaikovsky ; | 
12" Lond. LLP44! Song of the Nightingale (Suite) 


2 


12°" Col ML4047 | 


For CUMULATIVE ENJOYMENT 


Save your dance Magazines in a 
dance magazine binder 


Handsome, hard covered in red/’sim- 
ulated leather tooled in gold. Holds 
a full year of DANCE Magazine only $3.00 


i (WE PAY POSTAGE) 


dance Magazine 231 VW. 58 St. New York 19, N. Y. 


—Send me DANCE Magazine 


For: 1 YEAR — $5.00 
[1] 2 YEARS — $9.00 (you save $1.00) 


Oo 3 S — $12.00 (you save $3.00) 
(Add $1.00 for South America and foreign) 


[) Payment ENCLOSED C) Bux Mz 
Teacher Professional 


Student Patron of the arts 
Address 
City Zone State 
DANCE Magazine 231 W. 58 St. New York 19 


Markevitch, Phil. Orch. & Prokofieff 
12" Bluebird LBCI0!5 


Warwick Sym. Orch. & St. Saens 12°" Cam. 10 
Desormiere, French Nat'l. Sym. Orch. & 


Tchaikovsky 12" Cap. P8140 


Desormiere, French Nat'l. Sym. Orch 
10" Cap. L8!4! 


The Nutcracker (Suite No. 2) 


Fistoulari, Paris Conservatory Orch. & Tchaikovsky 
Lond. LLP44! 
Fiedler, Boston Pops Orch. & Khatchaturian 
Victor LM1029 


The Sleeping Beauty (complete) 


Fistoulari, Paris Cons. Orch. 
2—12" Lond. LL636/37 


The Sleeping Beauty (suite) 


List, Berlin Sym. Orch. & Tchaikovsky 
Alleg. 3064 
Von Karajan, Phil. Orch. & Tchaikovsky 
Angel D3500é4 
Malko, Phil. Orch. & Tchaikovsky 
12° Bluebird LBC-1007 
Faier, Bolshoi Theatre Orch. & Tchaikovsky 
2——§2"* Coloss. CRLP-108/9 
Lambert, Royal Opera Orch. & Gounod 
12" Col ML4136 


Ormandy, Phila. Orch. & Tchaikovsky 
12°" Col ML4729 


Van Otterboo, Vienna Sym. Orch. & Tchaikovsky 
Epic 3078 


Desormiere, Paris Cons. Orch. & Ippolitov 


12" Lond. LLP-440 


_ Weber, Chicago Phil. Orch. & Tchaikovsky 


Merc 200/3 
Guhl, Radio Berlin Sym. Orch. 
12" Urania 7127 


Stokowski, Sym. Orch. Vict. LMI0!0 


The Slippers (Ballet Music from the Opera) 


Fistoulari, London Phil. Orch, & Tchaikovsky 
MGM E-3026 


The Swan Lake (complete) 


Fistoulari, London Sym. Orch. 
2—12"' London LL565/64 


Krombhole, Prague Nat'l. Theatre Orch. 
Urania 404 


Swan Lake (Suite) 


List, Phil. Orch. & Tchaikovsky 12" Allleg. 305° 
Von Karajan, Phil. Orch. & Tchaikovsky 
12"" Angel D3500¢ 
Rignold, Royal Opera House Orch. & Gounod 
Bluebird LBC-10'4 


Irving, Phil. Orch. 12" Bluebird LBC-10é4 
Desormiere, French Nat'l. Sym. Orch. 
12° Cap. P-8140 


(to be continued | 
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When the dance school hears ‘On Stage!” 


A little girl delightedly conscious of the taste of 
lipstick . . . the important feeling of staying up 
until eleven .. . clouds of tulle and tarlatan, 
starlit with sequins and satin... will combine soon 
again to create the nostalgic excitement of that important 

evening in Spring — the night of the Dance Recital! 


And for generations, it has been SELVA’s proudly happy job 

to take an important part in these nights-to-remember. For, when 

| performance-time comes, and the well-worn practice shoes 
; must be replaced by spanking, brand new ones; when ) 
studio togs are discarded for enchanting costumes — it | 

is the SELVA label students and teachers confidently seek 

— just as do famous professionals — for the finest in 

foot-wear and accessories. 3 


And, incidentally, SELVA’s extensive variety of basic leotards 
and tu-tus — expertly made by professionals, need only an 
amateur’s touch to convert them into any beautiful | 

costume — however fanciful the number may he! 


Send for new catalog showing the entire SELVA | 
collection of dance shoes, costumes and accessories. . 


Selva and Sons Dept. "'D", 1607 Broadway, New York 19, N. Y. 
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